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Above: Screenwriter, director, producer and distributor David F. Friedman, “King of Trash Film’. 

Opposite: Still from Wonderful World of Girls (1965) by Pete Perry (top), and famous star Uschi Digart (bottom). 
Half-title page: Siill from House on Bare Mouniain (1962) by Robert Lee Frost. 

Counter-frontispiece: Uschi Digart, one of the symbols of American sexploitation cinema. 

Frontispiece: Marsha Jordan as Lady Godiva in Lady Godiva Rides (1969) by A.C. Stephen. 


erso Ja fine degli anni cinquanta 
\ ] qualcosa avvenne nella mia benea- 
mata terra, qualcosa chiamata 
"Rivoluzione Sessuale", Quello che, ormai 
da decenni, era considerato la normalita in 
Europa — ovvero l'accettazione, la giusta 
yalutazione ¢ il godimento gioioso della 
sessualilé nelle arti ¢ nella vita stessa — 
comincid a manifestarsi anche negli Stati 
Uniti d'America. 
A questo proposito, sonostato etichettato di 
frequente come un capofila. Questo ricono- 
scimento, che suona come una lodeda parie 
dei libertari, e come un'infamia da parte dei 
Conservatori, non é del tutto meritato dal 
solloscritto, perché, in tutta franchezza, 
penso soltanto di essermi trovato nel posto 
giusto al momento giusto, ¢ di essermi 
limitato a staccare il biglietto. 
Una dozzina circa di intraprendentie imma- 
ginifici individui, compagni e colleghi nel- 
Varte della spettacolarizzazione selvaggia 
delle emozioni forti, salironocon me sull'ot- 
tovolante dellacamalita in celluloide per un 
velocissimo, serpeggiante percorso, in un 
susseguirsi di aScese, discese e scommesse 
col destino, al cui capolinea si rovaya I'in- 
gresso di una banca. 
Questo volume non pud che soffermarsi 
solo su una parte dei lavori dialcuni dei miei 
compagni di viaggio, i quali sono tutti dei 


Foreword 
by David F. Friedman 


carissimi amici, La mia pitt grande speranza 
& che il lettore si diverta imparando qualco- 
sa,echele fatiche di noi gente dicinemanon 
siano mai «sottovalutate 0 ricordate troppo 
alungo,» volendo parafrasare il Presidente 
Lincoln. 
Per il vostro piacere di bibliofili, vipresen- 
tiamo un vasto repertorio iconografico sul- 
Tare € sul mestiere dei “proscriui” Her- 
schell Gordon Lewis, Russ Meyer, A.C. 
Stephen, Doris Wishman, Robert Lee Frost, 
Harry Novak e... David F. Friedman 
S mething happened in my belovedland 
called "The Sexual Revolution". 
What had, for decades, been commonplace 
in Europe — an acceptance, appreciation 
and enjoyment of sexuality in the arts and in 
life itself — began to manifest itself in the 
United States of America. 
In that occurrence I have often been labeled 
a leader. But that laudation from liberals or 
calumny from conservatives isn’t all that 
factual... actually, I just happened to be in 
the right place at the right time, and came 
along for the ride. 
Another dozen or so enterprising, imagina- 
tive individuals, my fellows in shock and 
schlock showmanship, also rode the roller 


ometimes around the late Fifties so- 
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Rene Bond in Carl Monson's Please, Don't Eat My Mother! (1972), distributed by H, Novak. 
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HOLLYWOOD MODELS MEET THE MONSTERS ! 
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Virginia Bell, "bare and beautiful" star for 
Herschell Gordon Lewis. 


coaster of cinematic carnality on a fast, 
ascending, descending, plunging, twisting 
track that stopped at the front door of the 
bank, 

This publication will delineate portions of 
the works of some of my fellow coaster 
riders, close friends all, My great hope is 
that the reader will be entertained and edi- 
fied, and thatthe filmmakers’ efforts will, to 
paraphrase PresidentLincoln, never be wlittle 
noted nor long remembered.» 

For your perusing pleasure, we present a 
pictorial plethora of the proscriptive arts 
and sciences of: Herschell Gordon Lewis, 
Russ Meyer, A.C. Stephen, Doris Wish- 
man, Robert Lee Frost, Harry Novak and... 
David F. Friedman 


a S Ena | 


Ultra-breasted Chesty Morgan, star of two 
Doris Wishman gimmick movies. 


ers la fin des années Cinquante, 
bid quelque chosesurvintdansmonPays 

bien-aimé, quelque chose appelée 
"Révolution Sexuelle". Ce qui était consi- 
déré, désormais depuis des décennies, la 
normalité en Europe — c'est-a-dire accep- 
ter, apprécier et jouir de fagon heureuse de 
la sexualité dans les arts et dans la vie elle- 
méme — commenga a se manifester aussi 
aux Etats-Unis, 
A ce propos, on m’a souvent catalogué de 
chef de file. La qualification, qui retentit 
comme une louange de la part des libertai- 
Fes, et comme une infamie de la part des 
conservateurs, n'est pas touta fait digne du 
soussigné car, en toute franchise, je pense 
seulement m’étre trouvé au bon endroit au 


bon moment et avoir uniquement commer- 
cialisé le phénoméne. 

Une douzaine d'individus environ, de com- 
pagnons et de collégues entreprenants et 
créatifs dans l'art de transformer des émo- 
tions fortes en spectacle sauvage, vinrent 
avec moi sur les montagnes russes de la 
sensualité en celluloide pour un parcours 
us rapide et sinueux, dans une succession 
de montées, de descentes et de paris avec le 
destin, dont le terminus était l'entrée d'une 
banque. 

Ce volume ne peutreprésenter qu'une partie 
des travaux de certains de mes compagnons 
de voyage, lesquels sont tous de trés bons 
amis. Mon plus grand désir est que le lecteur 
s'amuse en apprenant quelque chose et que 


ih 


Bosomaniac director, screenplayer, photographer, producer Russ Meyer together with 
Francesca "Kitten" Natividad, one of his muses, 


nos efforts, ceux des gens du cinéma, ne 
soient jamais «sous-estimés ourappelés trop 
Jonguemeni,» voulant paraphraser le Prési- 
dent Lincoln. 

Pour votre plaisir de bibliophiles, nous vous 
présentons un vaste répertoire iconographi- 
que sur l'art et sur le métier des "proscrits” 
Herschell Gordon Lewis, Russ Meyer, A.C. 
Stephen, Doris Wishman, Robert Lee Frost, 
Harry Novak et... 


fe 


David F. Friedman 


Procacious Marsha Jordan, “Queen of Soft Core", in College Girl Confidential (1968) by A.C. Stephen. 
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Above: Still from Lady Godiva Rides (1969), written, directed and produced by A.C. Stephen. 
Opposite: Vincene Wallace in Vixen (1968) by Russ Meyer (top), and publicity photo for The Godson (1971) by William Rotsler (bottom). 
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Introduction 


Notes on Sexploitation Cinema 


I'origine di ogni film di sexploita- 
A tion (lemmanato dalla fusione dei 

vocaboli sex ed exploitation, ov- 
vero "sfruttamento intensivo del sesso", 
n.d.t.) vi era lammissione di un preciso 
codice eticotrai fondamenti della societa. II 
grande successo di questo cinema risiedeva 
nel trasgredire perversamente quel codice 
morale per i piaceri peccaminosi degli spet- 
tatori. Ecco perché sui manifesti del genere 
campeggiavano termini come Scioccante! 
Incredibile! Sensazionale! E' chiaro che gli 
clementi tabi, quali la nudita, il sesso e la 
violenza, offerti dal sexploitation come 
lusinga in cambio del prezzo del biglietto, 
andaronoaumentandocon!'affievolirsi delle 
pressioni della censura. Tuttavia questa 
tendenza fu determinata sia dall'attenuarsi 
delle restrizioni censorie che dal corrispet- 
tivo aumento dell'assuefazione da parte del 
pubblico a prodotti espliciti ed eccessivi, ¢ 
anche dal diffondersi di una moralita per- 
missiva nella vila reale, 
Neglianni trentae quaranta, i film diexploi- 
tation originari si erano occupati del vizio ¢ 
della corruzionee delle terribili conseguen- 
ze cui si espone chiunque ne assaggii male- 
fici frutti. Con il proposito di raffigurare il 
peccaio ¢ l'orrore della degradazione e del 
crimine, sovrastati perd dalla speranza della 
salvezzae della redenzione, i film di exploi- 
tation mettevano in guardia sui pericoli di 
vivere un'esistenza allo sbando.' D'altro can- 
to traevano profiuo dalla morbosa eccita- 
zione che provoca I'osservazione di tali 
in assoluta sicurezza, all'interno di 
una sala cinematografica, protetti da un 
confortante anonimato. Pagare il biglietto,e 
scendere all'Inferno per poche ore. 


Il passaggio dall'exploitation al sexploita- 
tion ebbe inizio col filone dei film nudie? 
concepiti al fine di eccitare gli spettatori (in 
maggioranza maschili) con Ja vista di corpi 
spogliati (in maggioranza femminili), Il 
genere nudie fu la filiazione diretia delle 


pellicole di burlesque (il varicta americano, 
n.d.t.), che altro non erano se non mere 
riprese di spogliarelliste durante le consuete 
esibizioni sul palcoscenico.> Allorché una 
corte federale degli Stati Uniti deliberd, 
nell'ambito di una causa riguardante il film 
Garden of Eden (1954),* che la semplice 
nudita non era oscena, le cateraite del sex- 
ploitation esplosero leteralmente. The 
Immoral Mr. Teas (1959), Not Tonight, 
Henry! (1960), The Adventures of Lucky 
Pierre (1961) ¢ una nutrita teoria di altri 
nudies invasero i cinematografi$ 

A dispetto perd della sentenza appena ricor- 
data, il cinema di sexploitation dovette 
sostenerestrenui edincessanticonfronticon 
lapolizie locali ¢ le amministrazioni cittadi- 
ne, le associazioni civiche, le organizzazio- 
ni sociali, esponenti religiosi ¢ comunita 
organizzate, come la Legione Cattolica 
Romana per la Decenza. E' l'indifferenza la 
prima tappa nella strada che conduce all’o- 
blio. Al contrario, impedite alla gente di 
vedere o leggere qualcosae scatenerete nei 
curiosi una tale febbre da indurli ad una 
ricerca forsennata dell'opera incriminata. 
L'cterno punto debole della censura e della 
critica che Ia sosticne & proprio questo. 
Re € produttori del sexploitation, ¢ in 
particolare David Friedman e Russ Meyer, 
sono stati costretti dai censori a dilapidare 
intere fortune per pagare avvocatie consen- 
tire cosi ai loro film l'accesso alle sale di 
proiezione, 

La decadenza del nudie ebbe inizio nel 
1965, quando i cinefili si stancarono della 
pura nuditi. Per trattenere lo spettatore 
annoiato, gli operatori del sexploitation in 
celluloide corsero ai ripari, inserendo dosi 
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Exotic dance in Adam and Six Eves. 


sempre maggiori diatti sessuali simulatiedi 
brutalita in una congerie di trame inconsue- 
te, personaggi degeneri e temi bizzarri. 
Questi film, distinti dalla stampa in ghou- 
lies, roughies ekinkies, dominarono la sce- 
na dal 1965 al 1972, anno in cui il sexploi- 
tation cess® praticamente di esistere come 
produzione vitale per l'emergere della por- 
nografia a luci rosse. 

I ghoulies (letteralmente "macabri", "de- 
moniaci") presentavano massicce e spudo- 
ratissime quantita di violenza e orrore. Col 
suo maniaco in predaal fanatismo religioso, 
che vaga alla ricerca di parti anatomiche 
femminili per i suoi psicotici rituali, Blood 
Feast (1963) & il ghoulie per eccellenza. 
Tkinkies (stravaganti", "eccentrici") tratta- 
vano storie di perversione sessuale e si 
occupavano deilibertini che le praticavano, 
La Trilogia della Carne di Michael eRober- 
taFindlay rappresenta opera emblematica 
diquesto sottogenere ¢ le sue situazioninar- 
rative turbarono persino i palati pid rob 


T roughies ("rozzi", "rudi") erano pellicole 
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di cruda violenza che sviluppavano temati- 
che di cattivo gusto. Gran parte di questi 
lavori, sinistri ¢ deprimenti dal punto di 
vista emozionale, venne fotografata in un 
tenebroso bianco e neroe girata nella citta di 
New York. [piiiscelleratideiroughies sono 
senza dubbio quelli appartenenti al ciclo 
Olga di Joseph P. Mawra, ossia le avventu- 
re della sadica tenutaria di un bordello spe- 
cializzata nel maltrattamento di donne rapi- 
te per essere avviate alla prostituzione.” 
Olga fu la precorritrice cinematografica del 
personaggiodi Ilsa, impersonatoda Dyanne 
Thorne in we film.* 

Liunico film "commerciale diserie A” chesi 
sia avvicinato da presso, reggendo il con- 
fronto, all'aspetto eallo stile di un roughie& 
stato Who Killed Teddy Bear? ? unapellico- 
ladel 1965 dove Sal Mineo, calato nei panni 
di un pervertito, terrorizza Julict Prowse, 
entraineuse di un locale notturno. Girato in 
esterno in una Manhattan ingrigita, questo 
inquietante cocktail di depravazione e di 
psicopatologia sessuale rese furiosi quei 
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Fitmep IN REVEALING EASTMAN conor) 


Press ad of the first Meyer's nudie (1959). 


critici che avevano sistematicamente ne- 
gletto i film di sexploitation. 

Ovviamente, numerose pellicoledi sexploi- 
tation incorporavano elementi dei vari 
neri, tanto darendere un compitoimpossibi- 
Je il tentativo di classificazione. Il confine 
tra roughie e kinkie appariva spesso cosi 
incerto da richiedere quale discriminante il 
giudizio personale di ogni osservatore. 
[Leonardo del'era del sexploitation stato 
Russ Meyer. I suoi lavori sono tecnicamen- 
te perfetti: inimitabili sono la cinematogra- 
fia tagliente come un rasoio, icolori lumino- 
sie la straordinaria cura profusa in ogni fase 
della lavorazione. La sua innata padronanza 
delle tecniche filmiche produce l'effettodello 
schianto di un direttissimo sulle sue storie di 
splendide donne. Lo sviluppo della narra- 
zione ¢ la concezione dei dialoghi hanno 
Vimpatto di un violento uno-due, qualcosa 
di analogo allo stile letterario di un giallo 
firmato Mickey Spillane. Le sue attrici — 
Alaina Capri, Babette Bardot, Uschi Digart, 
per citarne solo alcune — sono dotate im- 


Lili St. Cyr, "Queen of the Strippers’. 


mancabilmentedi un fisicoe di una bellezza 
non di questa terra, che le rendono cosi 
simili ad autentiche dee in carne ed ossa, 
sognate pid che incontrate dal singolo mor- 
tale. Spesso Meyer ha ammesso l'estrema 
difficolta nel trovarle, ¢ non é forse un caso 
che la maggior parte siano state in origine 
delle spogliarelliste, come Kitten Natividad 
ed Erica Gavin. Collocando le trame in citta 
rurali o desertiche, e ignorando completa- 
mente gli scenari metropolitani, questo 
registaha impregnato isuoi film di un dispe- 
rato senso diisolamento, come se le vicende 
avvenissero su un altro pianeta. Un narrato- 
re fuori campo declamante adalta voce, con 
un tono a meta strada tra quello di un imbo- 
nitore da luna park e quello di un predicatore 
di provincia, permea diverse pellicole di 
Meyer di un‘atmosfera biblica da giudizio 
finale, quasi che lo spettatore non fosse 
seduto in un cinema, maascoltasse il sermo- 
ne pronunciato da un invisibile arringatore, 
Durante i primi anni settanta, il temporaneo. 
coinvolgimento di Meyer in produzioni 
finanziate da importanti studi di produzio- 
ne, come nel caso di Beyond the Valley of 
the Dolls & The Seven Minutes, si riveld un 
cattivo affare per entrambi i compagni di 
ventura, ¢ Russ se ne tornd senza rimpianti 
alla vita di uomo di cinema indipendente, 
dedito all'autofinanziamento. Lasua ultima 


Original movie poster of Irving Klaw's Teaserama (1955), a classic of burlesque. 


fatica, Beneath the Valley of the Ultra- 
Vixens (1979), 8in praticaun fumetto dicel- 
luloide realizzato con persone vere. 

Gli odiemi thriller erotici sono i logici di- 
scendenti del cinema di sexploitation, ¢ 
non invece la pornografia hard, che niente 
cela e niente ha di coinvolgente o intrigan- 
te, Fondamentalmente troppo raffinati, pa- 
stuccheyoli, i thriller erotici hanno 
anch’essi, tutto sommato, ben poco da spar- 
tire con Joltraggiosa ¢ ostentata crudezza 
del sexploitation e con la sua audacia asso- 
luta. Rispetto alla sua attuale progenie, il 
sexploitation & stato una forma di sinema 
(riuscito gioco di parole con sin, "peccaté 
¢€ cinema, sostenuto da una perfetta omofo- 


nia con quest'ultimo vocabolo nella lingua 
inglese, n.d.t.) di gran lunga pid temeraria, 
deflagrante e rischiosa. Guidati dall'esem- 
pio di grandi uomini di spettacolo, quali 
David F. Friedman e Harry Novak, che 
compresero l'importanza di sfruttare ogni 
opportunita promozionalee pubblicitaria, il 
cinema di exploitation rappresenta un'espe- 
rienza che mai sara eguagliata in quanto a 
delirante inventiva¢ sfrenata immaginazio- 
ne...un'immaginazioneche provoca gli stessi 
effetti di un canale di scolo che, candida- 
mente, si riversa nei verdi prati di un asso- 
lato campo nudista. Cinema-spazzatura del 
peccato! Che si compiaceva nel far arriccia- 
re il naso bigotto ai membri della societa 
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puritana, raltigurando mpictosamente le 
delizie del Paradiso accanto ai tormenti 
dell'Inferno, dell'amore, dell'odio, della 
lussuriae della follia che albergano nell'ani- 
mo umano. 


NOTE 

1) Per tutti gli anni trenta e i primi quaranta 
questo tipo di pellicole, noto anche come Main 
Sireei films, fu programmato nelle sale declassa- 
te delle grandi citta, spesso situate nel “corso 
principale" (in inglese main street) © soprattutio 
nei piccoli centri, grazie agli spettacoli itineran- 
tidi scaltri esponenti dell'industria dell intratte- 
nimento, soprannominati complessivamente i 
"Quaranta Ladroni". Del gruppo fecero parte 
personaliti quali Louis Sonney, Dwain Esper, Al 
Dezel, Howard Underwood, Willis Kent, 1.D. 
Kendis, Pappy Golden, Samuel Cummins ed il 
famosissimo Kroger Babb. [ titoli dei film erano 
di solito esplicitie asensazione, come The Road 
10 Ruin, Smashing the Vice Trust, Wages of Sin, 
Marihuana,Secretsof aModel, Child Bride, Co- 
caine, No Greater Sin... 

2) Il genere nacque con gli pseudo-documentari 
degli anni °30-'40, girati sia in "luoghi esotici" 
con indigene seminude (Bowanga Bowanga, The 
Virgin Goddess, Goona-Goona, Forbidden Ad 
venture), sianeicampi nudisti (il primo fu Elysia 
del 1933), sia insale-parto "pedagogiche" (Mom 
and Dad fu il caso piti clamoroso). 

3) Nel dopoguerra, fino alla meta degli anni 
sessanta, stelle (¢ stelline) dello spogliarello fu- 
rono impegnate in diecine di lungometraggi dal 
contenuto abbastanza scontato: Striptease Girl, 
Paris After Midnite (entrambe con Tempest 
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Storm), Striporama (con Lili St, Cyr, Georgia 
Sothem e Reitie Page), Kiss Me, Baby (con 
‘Tempest Storm e Lili St. Cyr), Hurly Burly (con 
Georgia Sothern), A Night at the Follies (con 
Evelyn West), Varietease (con Lili St. Cyr ¢ 
Bettie Page) e Teaserama (con Tempest Storme 
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Press ad of the “scandalous” nudist film. 


Stills from Secrets of a Model, one of the “Main Street” films (left), 
and Bowanga Bowanga, an old exploitation jungle film (above). 


Betty Page) sono quelli con le presenze piti pre- 
stigiose. 

4) Finanziato da Walter Bibo e girato a colori da 
Max Nosseck «in un vero campo nudisia con la 
supervisione e Vapprovazione dell’ASA, U'Asso- 
ciazione dei Naturisti d’America,» ebbe quali 
interpreti principali Mickey Knox e Jamie O'Ha- 
ra, In seguito allasentenza del 1957, i assisténel 
volgere di pochi anni ad un'autentica prolifers- 
zione di film in cui il naturismo era solo un pre- 
testo (Nature Camp Diary, Career Girl, Bell, 
Bare and Beautiful, Daughter of the Sun, The 
Raw Ones, Diary of a Nudist, Girls Come Too, 
‘The Naked Complex, Nature's Playmates, Shan- 
gri-La, Nature Girls on the Moon, Blaze Starr 
Goes to a Nudist Camp), con 1a variant, altret- 
tanto pretestuosa, del film-veritasulmondo delle 
modelle di nudo artistico (1,000 Shapes of 
Female, AllofMe, Bunny Yeager’s NudeCamera, 
Bunny Yeager's Nude Las Vegas, Intimate Diary 
of an Artist's Model, Nature Sweethearts, Sin 
Magazine, The Story of 8 Girls). 
5)Caratteristiche peculiari di questo tipo dicine- 
ma, denominato nudie-cutie, erano: l'onirismo, 
letrame ingenuamente —e spesso involontaria- 
mente—surreali, la spiccatacomponente voyeu- 
ristica e feticistica, la nudita femminile maiinte- 
grale (esclusivamente sederi e seni nudi, talvolia 
“censurati" nei capezzoli), e Ia presenza di un 
personaggio maschile ordinario e grottesco, mi- 
racolato dalla vista di tanta graria di Dio. 
Oltrele tante spogliarelliste eattricette, nel genere 
nudie fecero una breve incursione le star holly- 
woodiane Jayne Mansfield e Mamie Van Doren, 
rispettivamente spogliate in Promises! Promi- 
ses! Three Nuts in Search of a Bolt, entrambi 
prodotti da Tommy Noonan nel 1963. 


Burlesque models Tempest Storm, Bettie Page and Blaze Starr photographed by Irving Klaw, King of Pin-ups, in his New York studio in 1955. 


6) Realizratanel 1967-68, comprende: TheTouch 
of Her Flesh, The Curse of Her Flesh e The Kiss 
of Her Flesh, Protagonista del trittico & Richard 
Jennings, un misogino che si diletta ad uccidere 
Je donne con metodi quanto mai inusueti ¢ dief- 
fetto. 

7) Prodotta da George Weiss, la serie & costitui- 
tadalle pellicole: Olga’s House of Shame (1964), 
Olga'’s Girls (1964) e M.me Olga's Massage 
Parlor (1965). Mawrae Weiss sono responsabili 
anche di altri classici del sadismo in celluloide, 
comesono White Slaves of Chinatown eChained 
Girls. 

8) lisa, She-Wolf of the SS (1974), Isa, Harem 
Keeper of the Oit Sheiks (1975), entrambi diretti 
da Don Edmonds, e Ilsa, the Tigress of Siberia 
(1977) di Jean Lafleur. Nel frattempo Ia stessa 
‘Thorne interpreid 1a crudele torturatrice Greta, 
personaggio-fotocopia di Ilsa, nel film Greta, 
Haus Ohne Manner (1976) dello spagnolo Jess 
Franco. 

9) Diretto da Joseph Cates e prodotto da Everett 
Rosenthal. 


t the core of every sexploitation 
ie film was theacknowledgement of 

a basic moral code within socicty. 
‘The great success of the sexploitation cine- 
ma was in perversely transgressing that 
moral code for the guilty pleasures of the au- 
dience. This is why their film posters were 
fathered with words such as Shocking! 
Unbelievable! Sensational! Certainly the 


taboo elements of nudity, sex and violence 
that sexploitation offered as a lure for the 
price of admission intensified as censorship 
practices eroded. This was not just due to 
the lessening of censorial restrictions and 
the growing habituation of the audience to 
stronger and more graphic material but also 
ofan increasingly permissive moral code in 
teal life, 


Stripper and actress Candy Sampies. 


The original sexploitation filmsof the Thir- 
ties and Forties dealt with the subjects of 
vice and immorality and the awful conse- 
quences that occurred when an individual 
tasted those evils. Under the guise of depic- 
ting sin and the horror of degradation and 
crime encoded with the hope of salvation 
and redemption, exploitation films warned 
of the dangers of living an improper life.’ 
Yet it profited on the excitement of safely 
viewing such dangers in the comfort and 
anonymity of the cinema. Buy a ticket and 
descend into hell for a few hours. 

‘The transition from exploitation to sexploi- 
tation essentially began with thenudie cycle 
of films designed to thrill (primarily male) 
viewers with the sight of the (primarily 
female) undressed body? The nudie cycle 
itself sprang from the burlesque films that 
were straightforward depictions of striptea- 
se artistes performing their trade on stage? 
When an American court decided that sim- 
ple nudity was not obscene ina caseconcer- 
ning the film Garden of Eden (1954) the 
floodgates of sexploitation exploded. The 
Immoral Mr. Teas (1959), Not Tonight, 
Henry! (1960), The Adventures of Lucky 
Pierre (1961) and a slew of other nudies 
quickly hit the theatres. 

Even with the court's decision, sexploita- 
tion always faced ongoing struggles with 
local police, city governments, civic groups, 
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Jayne Mansfield and Tommy Noonan in Promises! Promises! (1963) by King Donovan. 


community organizations, religious leaders 
and such organizations as the Roman Cat- 
holic Legion of Decency. Apathy is the first 
stop on the road to oblivion. Yet tell people 
that they cannot see or read something and 
the curious will rush to seek it out. This isthe 
eternal flaw in censorship and censorious 
criticism. Sexploitation filmmakers, fore- 
most DavidFriedmanand Russ Meyer, spent 
the fortunes they made hiring lawyers to 
keep their pictures playing in the theatres. 

The nudie cycle began to fade in 1965, as 
filmgoers tired of simple nudity. To keep 
their bored audiences from drifting away, 
sexploitation filmmakers began to include 
increasingly heavier and heavier doses of 
soft core sexual activity and violence in a 
mix of bizarre plots, depraved characters 
and weird themes. These films, labeled ghou- 
lies, roughies and kinkies by the press, 
dominated from 1965 to 1972, at which 
point sexploitation basically ended as a 
viable product due to the emergence of hard 
core pornography. 

Ghoulies presented ultra-graphic doses of 
violence and horror. With its religious 
maniac on the prowl seeking the body parts 
of women for his psychotic ceremonies, 
Blood Feast (1963) is the ultimate ghoulie, 
Kinkies were stories of sexual perversion 
and the libertines who practiced them. The 
Flesh tilogy® by Michael and Roberta Fin- 
diay was the absolute in that genre, with plot 
contrivances that were shocking toeven the 
most jaded of audiences. 

Roughies were lurid violent films thatdealt 
in tawdry themes, Many of these grim, 
emotionally depressing tales were photo- 
graphed in gloomy black and whiteand shot 
inNew York City, The most salacious of the 
roughies was Joseph Mawra's Olgaseries of 


14 BIZARRE SINEMA 


pictures,’ the adventures of a sadistic fema- 
le brothel keeper who specialized in the mi- 
streatment of kidnapped women for the 
purposes of prostitution. Olga was the cine- 
matic predecessor of the Ilsa character, 
portrayed by Dyanne Thorne in three films. 
The closesta "mainstream" film ever came 
to exactly paralleling the look and style ofa 
roughie was Who Killed Teddy Bear?) a 
1965 film that starred Sal Mineo asa pervert 
terrorizing a nightclub hostess played by 
Juliet Prowse. Photographed on location in 
a gray smearcd Manhattan, this uncomfor- 
table mix of sleaze and sexual psychopatho- 
logy infuriated those critics who carefully 


June Wilkinson, From a Playboy calendar. 


avoided sexploitation films. 

Actually many sexploitation films incorpo- 
rated elements from all of these subgenres, 
which makes agreement in classification an 
impossible task. The true line between rou- 
ghie and kinkie was often so blurred to the 
extreme as to be open to the personal inter- 
pretation of each viewer. 

The Da Vinci of the sexploitation era was 
Russ Meyer. His films were technically 
perfect; Meyer's razor sharp cinematogra- 
phy, luminous colorand superb editing were 
beyond imitation. His innate mastery of 
cinematic techniques added the impact of 
an express train to his stories of beautiful 


Mamie Van Deren in Three Nuts in Search of a Bolt (1963) by Tommy Noonan. 


Be, € 


Still from The Animal (1987) by Robert Lee Frost. 


women. His plotting and dialog had the one- 
two punch of a Mickey Spillane detective 
novel. The physically unearthly actresses in 
his pictures, Alaina Capri, Babette Bardot, 
Uschi Digart to name a few, were as close to 
tue goddesses-in-flesh as could be found 
on this planet by one man. Meyer often 
admitted the extreme difficulties in finding 
them and a large percentage were originally 
exotic strippers, like Kitten Natividad and 
Erica Gavin. By placing his stories in rural 
or desert towns and avoiding the big city, he 
imbued his films with a desperate sense of 
isolation, as if the events in his tales were 
taking place on another planet. In many 
Meyer pictures the shouting of an unseen 
narrator with the attributes of both a carni- 
val talker and small town preacher injects a 
biblical sense of ultimate judgement, as if 
the viewer was notsittingin acinema, but li- 
stening to a sermon being read by a haran- 
guing invisible man. Meyer's forays into 
major studio production during the early 
70's, Beyond the Valley of the Dollsand The 
Seven Minutes, were unhappy affairs for 
both parties and he returned to the life of an 
independent, self-financing filmmakerwith 
no regrets. His last film, Beneath the Valley 
of the Ultra-Vixens (1979), is as close toa 
human comic strip as possible. 

Today's "erotic thrillers" are the logical 
descendants of the sexploitation film, not 
hard core pomography whichdispenses with 
all mystery and tease, Essentially too polis- 


iN 


hed, too glossy, too slick, erotic thrillers shy 
away from the outrageous, blatant crude- 
ness and sheer audacity found in sexploita- 
tion, In truth, sexploitation was a far more 
daring, more explosive, more risk taking 
form of sinema. Headed by such greatshow- 
menas David F. Friedman and Harry Novak 
who understood the value of every opportu- 
nity for promotion and publicity, exploita- 
tion cinema represents an area of filmma- 
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Still from Ultravixens (1979) by Russ Meyer. 


king that will never be duplicated for insane 
inventiveness and fevered imagination... the 
imagination that spews from the sewer, that 
innocently blooms in the green fields of a 
sunny nudist camp. Trash sincma! Deligh- 
ting in tweeking the blue noses of the puri- 
tanical society that spawned them, they in- 
gloriously illustrated the delights of heaven 
as well as the torments of hell, of love, hate, 
lust and madness within the human mind, 


Three bosom bathing beauties in Orgy of the Golden Nudes. 
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PRODUCED BY 
GEORGE WEISS 


Bodies Racked bu 
Unspeakable Tortures ! 


Coptive Girls Used for 
Biperiments in Lust! 


This Movie Shows What 
Freud Only Hinfed At ! 


Strictly ADULT Film Fore! 


DIRECTED BY 


AMERICAN FILM 
JOSEPH P. MAWRA DISTRIBUTING CORP. 


A kinky scone from Sinister Urge (1960), written and directed by the legendary Ed Wood, Jr. 
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REFERENCES 

1) During the Thirties and the Early Forties this 
kind of movies, also known as Main Street films, 
was shown in degraded cinemas of big towns — 
often situated in the main street — and above all 
in small centres, thanks to travelling shows of 
cunning personalities of show-business, collec: 
tively nicknamed "The Forty Thieves". To this 
group also belonged people like Louis Sonney, 
Dwain Esper, Al Dezel, Howard Underwood, 
Willis Kent, J.D. Kendis, Pappy Golden, Samuel 
Cummins and the well-known Kroger Babb. The 
titles of movies usually were explicit and sensa- 
tional such as The Road to Ruin, Smashing the 
Vice Trust, Wages of Sin, Marihuana, Secrets of 
aModel,Child Bride, Cocaine, No Greater Sin. 
2) This kind of movies began with the pseudo- 
documentary films of the 30's and 40s, filmed 
either in “exoticplaces” with half-naked natives 
(Bowanga Bowanga, The Virgin Goddess, Goo- 
na-Goona, Forbidden Adventure) or in nudist 
camps (the first was Elysia in 1933), orin "peda- 
gogic” delivery-rooms (Mom and Dad was the 
most clamorous case). 

3) In the post-war period, till the end of the 60s, 
stars (and starlets) of strip-tease were the prota- 
gonists of many feature films with a rather fore- 
gone plot: Striptease Girl, Paris Afier Midnite 
(both with Tempest Storm), Striporama (with 
Lili St. Cyr, Georgia Sothem, and Bettie Page), 
Kiss Me Baby (with Tempest Storm and Lili St. 
Cyr), Hurly Burly (with Georgia Sothem), A 
Night at the Follies (with Evelyn West), Varie- 
tease (with Lili St. Cyr and Bettie Page), and 
Teaserama (with Tempest Storm and Betty Page) 
are those with the most prestigious strippers. 

4) Financed by Walter Bibo and filmed in colour 
by Max Nosseck in ea real nudist park under the 
supervision and with the approval of the Ameri- 
can Sunbathing Association,» it had Mickey 
Knox and Jamie O'Hara as its protagonists. 
Further to the sentence of the Federal Court in 
1957, in a few years there was an increase in 
these films in which naturism only was a pretext 
(Nature Camp Diary, Career Girl, Bell, Bare 
and Beautiful, Daughter of the Sun, The Raw 
Ones, Diary of a Nudist, Girls Come Too, The 
Naked Complex, Nature's Paymates, Shangri- 
La, Nature Girls on the Moon, Blaze Starr Goes 
to a Nudist Camp), with a variation, used as 
pretext t00, of a true-to-life film about the world 
of artistic nude modeling (1,000 Shapes of 
Female, All of Me, Bunny Yeager's Nude Came- 
ra, Bunny Yeager's Nude Las Vegas, Intimate 
Diary of an Artist's Model, Naiure Sweethearts, 
Sin Magazine, The Story of 8 Girls). 

5) The most peculiar features of this kind of 
movies, known as nudie-cuties, were: oneirism, 
surrealistic plots, voyeuristic and fetishistic 
components, femalenudity,never complete (only 
naked buns and breasts were seen, whereas nip- 
ples were sometimes censored), andthe presence 
of an ordinary and grotesque man, who is enrap- 
tured at the sight of such sauciness. Besides 
many strip-teasers and unknown actresses, in the 
nudie trend there also appeared Hollywood stars 
suchas Jayne Mansfield and Mamie Van Doren, 
respectively naked in Promises! Promises! and 
Three Nuts in Search of a Bolt, both produced by 
‘Tommy Noonan in 1963. 

6) Produced in 1967-68, itincludes: The Touch 


Still rom The Bloody Axe Movie (1968). 


of Her Flesh, The Curse of Her Flesh and The 
Kissof Her Flesh. The protagonist of the triptych 
is Richard Jennings, a mysogynist, who delights 
in killing women in unusual and sensational 
ways, 

7)Produced by George Weiss, the series consists 
of these movies: Olga's House of Shame (1964), 
Olga’s Girls (1964) and M.me Olga's Message 
Parlor (1965). Mawra and Weiss are also the 
authors of other classic movies about sadism, 
such as White Slaves of Chinatown and Chained 
Girls, 

8) Isa, She-Wolf of the SS (1974), Ilsa, Harem 
Keeper of the OilSheiks (1975), both directed by 
Don Edmonds, and isa, the Tigress of Siberia 
(1977) by Jean Lafleur. In the meantime, Thorne 
herself played the wicked torturer Greta, adupli- 
cate of lisa, in the movie Greta, Haus OhneMan- 
ner (1976) by the Spanish Jess Franco. 

9) Directed by Joseph Cates and produced by 
Everett Rosenthal. 


la base de tout film de sexploita- 
A tion (lemme nait de la fusion des 

mots sex et exploitation, c'est-d- 
dire “utilisation intensive du sexe"), il y 
avait I'admission d'un code éthique précis 
parmiles fondementsde lasociété. Le grand 
succés de ce cinéma résidait dans la tran- 
sgression perverse dece code moral pour les 
plaisirs coupables des spectateurs. Voila 
pourquoi sur les affiches du genre ressor- 
taientles termes Choquant! Incroyable! Sen- 
sationnel! Il est évident que les éléments 
tabous, tels que la nudité, Ie sexe ct la 
violence, offerts par le sexploitation comme 
séduction en échange du prix du billet, 


Brutal scene from Mundo Depravados (1967) by Herb Jeffries. 


augmentérentayec!'affaiblissementdescon- 
traintes de la censure. Toutefois, cette ten- 
dance fut déterminée soit par la diminution 
des restrictions de la censure, soit par l'aug- 
mentation correspondante de l'accoutuman- 
ce de la part du public & des produits expli- 
cites et excessifs, et aussi par Ja diffusion 
d'une moralitétolérante dans la vienormale. 
Pendant les années Trente et Quarante, les 
films d'exploitation Al origine s étaient inté- 
ressés au vice et & la corruption, et aux 
terribles conséquences dont chacun s'expo- 


se en savourant les fruits maléfiques. Dans 
Ic but de représenter le péché ct!"horreur de 
ladégradation et du crime, dominés de toute 
facon par l'espoir du rachat et de larédemp- 
tion, les films d'exploitation mettaient en 
garde sur les dangers d'une existence ala dé- 
rive.’ D'autre part, ils tiraient profit de l'ex- 
citation morbide que l'observation de tels 
piéges provoque en toute sécurité, a l'inté- 
ricur d'un cinéma, protégés par un anony- 
mat réconfortant. Acheter un billet et de- 
scendre en Enfer pendant quelques heures. 


| 


Bizarre sadomasochistic scone from Mondo Keyhole (1966) by John Lamb. 
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Tura Satana, Haji and Lori Williams in Russ Meyer's Faster, Pussycat! Kill! Kill! (1966). 


Le passage de l'exploitation au sexploita- 
tion initia avec le filon des films nudies,* 
congus afin d'exciter Ies spectateurs (la 
plupart masculins) Ala vue des corps nus (la 
plupart féminins), Le genre nudie fut la 
filiation directe des pellicules du burlesque, 
qui n’étaient autre que de simples prises de 
vue pendant les exhibitions habituelles des 
sirip-teaseuses sur scéne.? Alors qu'une cour 
fédérale des Etats-Unis délibéra, a la suite 
dun procés concernant le film Garden of 
Eden (1954),* que la pure nudité n’était pas 
obsctne, le genre du sexploitation éclata 
littéralement. The Immoral Mr. Teas (1959), 
Not Tonight, Henry! (1960), The Adventu- 
res of Lucky Pierre (1961) et un abondant 
défilé de nudies envahirent les cinémas.* 

Mais en dépit de la sentence a peine men- 
tionnée, le cinéma de sexploitation dut 
soutenir des comparaisons courageuses ct 
incessantes avec la police locale et | 
administrations de la ville, les associations 
civiques, les organisations sociales, les 
représentants religieux et les communautés 
organisées, comme la Légion Catholique 
Romaine pour la Decence. L'indifférence 
est la premitre étape sur le chemin qui 
conduit 4 Toubli. Au contraire, interdisez 
aux gens de voir ou de lire quelque chose et 
vous déchainerez chez les curieux une telle 
fitvre qui les poussera & une recherche for- 
cenéedel'ceuyreen question. L'étemel point 
faible de la censure et de la critique qui la 
soutient, c'est justement cela. Metteurs en 
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scéne et producteurs du sexploitation, cten 
particulier David Friedman et Russ Meyer, 
ont été contraints par les censcurs a dilapi- 
der de grosses fortunes pour payer les avo- 
cats et permetire ainsi A leurs films l'accés 
dans les salles de projection. 
La décadence des nudies initia en 1965, 
lorsque les cinéphiles se lasstrent de la 
simple nudité. Pour attirer l'attention du 


the “Topless” 
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‘BUT REALLY 
‘VEALED IN... 


FANTASTIC WOMEN - FANTASTIC DANCES 
You've only dreamed about these kind of women] 
..'til now! THEY'RE UNBELIEVABLY REAL! 

setettetririesttrtrtnr 


BEHOLD! 
Sabet BARDOT -Dyloe GRE = in LENE» Chane YOUNG Cari PAS 
Pa BRIRINGER» Dosa "%".. PLUS lors MAFTUIND the screen 
et Mit Sows wy she wan THe cove a it LORNA Are 


THISIS A MOVIE YOU'LL WANT TO SEE 3 TIMES ! 


Press ad of Mayer's mondo movie (1966) 


spectateur ennuyé, les opérateurs du sex- 
ploitation en celluloide y reméditrent en 
insérant de plus cn plus dactes scxucls 
simulés et de brutalités dans un tas d’histoi- 
res insolites, des personages dépravés et 
des thémes bizarres. Ces films, catalogués 
par la presse de ghoulies, roughies et kin- 
kies, dominérent la scéne de 1965 a 1972, 
année oi) le sexploitation cessa pratique- 


A tantalizing stripper in Kiss Me Quick! (1964) by Pete Perry. 


From The Erotic Adventures of Pinocchio (1971) by Corey Allen. 


ment dexister en tant que production vitale 
& cause de l'apparition de la pornographic. 
Les ghoulies (littéralement "macabres", 
"diaboliques") présentaientd'énormes quan- 
tités trés dévergondées de violence et d'hor- 
reur. Avec son maniaque en proie au fanati- 
sme religieux qui erre a la recherche de 
parties anatomiques féminines pour ses ri- 
tuels psychotiques, Blood Feast (1963) est 
le ghoulie par excellence. 

Leskinkies ("extravagams", "excentriques") 
racontaient des histoires de perversions 
sexuelleset des libertins qui lespratiquaient. 
La trilogie Flesh de Michael et Roberta 
Findlay représente I'ceuyre emblématique 
de ce sous-genre et ses situations troublé- 
rent méme les amateurs les plus endurcis.® 
Les roughies ("bruts", "rudes") Etaient des 
pellicules d'une violence réaliste qui déve- 
loppaicnt des thématiques de mauvais goat. 
La plupart de ces travaux, tristes et dépri- 
mants du point de vue émotionnel, furent 
photographiés en un sombre noir et blanc et 
tournés dans la ville de New York. Les 
roughies les plus scélérats sont sans aucun 
doute ceux appartenant au cycle Olga de 
Joseph P. Mawra, c'est-a-dire les aventures 
de la ténancire sadique d'un bordel spécia- 
lisée dans les violences sur des femmes 
enlevées pour étre acheminées vers la pro- 
stitution.” Olga fut le précurseur cinémato- 
graphique du personage d'Tlsa, interprété 


par Dyanne Thorne dans trois film: 
Who Killed Teddy Bear?’ est le seul film 
commercial de série A qui s'en rapproche le 
plus, soutenant la comparaison, en ce qui 
conceme I'aspect et le style d'un roughie. 
Une pellicule du 1965 oi Sal Mineo, pas- 
sant pour un perverti, terrorise Juliet Prow- 


Bosomy model Virginia Bell. 


From Sinderella and the Golden Bra (1964) by Loe! Minardi. 


Se, entraineuse dans une boite de nuit. Toumé 
enextéricur, sous le ciel gris de Manhattan, 
ce cocktail inquiétant de dépravation et de 
psychopatologie sexuelle mit en colére les 
critiques qui avaient systématiquement 
négligé les films de exploitation. 
Evidemment, de nombreuses pellicules de 
sexploitation comprenaient des éléments de 
tous genres, si bien qu'il était impossible de 
faire une classification. Les limites enue 
roughie ct kinkie apparaissaient souvent si 
incertaines qu'il fallait domander l'avis per- 
sonnel de chaque observateur pour faire la 
difference. 

Le Léonard de l'ére du sexploitation fut 
Russ Meyer. Ses travaux sont technique- 
mentparfaits: la cinématographie tranchan- 
tecomme un rasoir, les couleurs lumineuses 
etl'extraordinaire soin abondant danstoutes 
les phases du travail sont inimitables. Sa 
maitrise innée des techniques filmiques 
produit l'effet d'un choc brutal dans ses 
histoires de femmes splendides. Le déve- 
loppement de la narration et la conception 
desdialoguesont!'effetd'un violent coupde 
poing, quelque chose qui rassemble au style 
littéraire d'un policier signé Mickey Spilla- 
ne. Ses actrices — Alaina Capri, Babette 
Bardot, UschiDigart, pour en citer quelques 
unes — sont douées inévitablement d'un 
physique et d'une beauté irréels qui les font 
ressembler & de véritables déesses en chair 
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Dracula and a stripper in Kiss Me Quick! (1964) by Seymour Tuchas a.k.a. Pete Perry. 


Naked beauty and the beast in House on Bare Mountain (1962) by Robert Lee Frost. 
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et en os, plus rvées que rencontrées par 
chacun, Souvent Meyerareconnu qu'il était 
trés difficile de les dénicheret ce n'est peut- 
@tre pas par hasard que la plupart ont été a 
Yorigine des strip-teaseuses, comme Kitten 
Natividad et Erica Gavin. Situant les histoi- 
res dans des villesrurales ou perdues dans le 
désert et ignorant complétement les décors 
métropolitains,ce mettcuren sctne a impré- 
gné ses films d'un sens désespéré d'isole- 
ment, comme si les trames avaient lieu sur 
une autre planéte. Un narrateur invisible 
récitant & I'haute voix, avec un ton a mi- 
chemin entre celui d'un bonimenteur de 
foire et celui d'un prédicateur de province, 
imprégne les différentes pelliculesde Meyer 
d'une atmosphere biblique de jugement der- 
nier, comme sile spectateurn'était pas assis 
dans un cinéma mais écoutait le sermon 
prononcé par un harangueur invisible. Pen- 
dant les premitres années Soixante, I'impli- 
cation temporaire de Meyer dans des pro- 
ductions financées par des studios de pro- 
duction importants, comme dans le cas de 
Beyond the Valley of the Dolls ct The Seven 
Minutes, fut une mauvaise affaire pour tous 
les associés et Russ retourna sans regrets & 
sa vie d'homme de cinéma indépendant, 
dédiée A I'autofinancement. Sa demiére 
ceuvre, Beneath the Valley of the Ultra- 
vixens (1979), esten faitune bande dessinée 
en celluloide réalisée avec des véritables 
personnages. 

Ce sont les thrillers érotiques d'aujourd’hui 
les descendants naturels du cinéma de sex- 
ploitation ct non la pomographie hard qui 
ne cache rien et qui n'a rien de bouleversant 
ou d'intrigant, Fondamentalement trop raf- 
finés etécceurants, les thrillers Grotiques ont 
eux aussi tout compte fait peu en commun 
avec la cruauté outrageuse et simulée du 
sexploitation et avec son audace absolue. 
Par rapport 4 sa descendance actuelle, le 
sexploitation a 6té une forme de sinema (jeu 
de mots ayec sin," "et cinema, soute- 
nu par une homophonie parfaite avec ce 
dernier dans la langue anglaise) de loin la 
plus téméraire, déflagrante et dangereuse. 
Suivant l'exemple des grands du spectacle, 
tels que David F. Friedman et Harry Novak, 
quicomprirent!'importanced'exploiter toute 
opportunité promotionelleet publicitaire, le 
cinéma d'exploitation représente une expé- 
rience qui ne sera jamais égalée en tant 
qu'imagination effrénée et délirante... une 
imagination ayant les mémes effets qu'un 
tuyau d’écoulement qui, naivement, se ré- 
pand dans les prés verdoyants d'un camp de 
nudistes. Cinéma bis du péché! Qui aimait 
faire froncer le nez aux membres bigots de 
la société puritaine représentant impitoya- 
blement les plaisirs du Paradis 4 cOté des 
tourments de I'Enfer, de l'amour, de la hai- 
ne, de la luxure et de la folie qui demeurent 
dans I'ame humaine. 


Be 


Uschi Digart, one of the most famous stars of exploitation... 


NOTES 

1) Pendanttoutes les années Trente etles premia- 
res années Quarante, ce genre de pellicules, 
célébre aussi comme Main Stree! films, fut pro- 
grammé dans les salles déclassées des grandes 
villes, souvent situées dans "avenue principale" 
(en anglais main street) ct surtout dans les petites 
villes, grace aux spectacles itinérants dhabiles 
répresentants du show business, tous sumom- 
més les “Quarante Voleurs". Louis Sonney, 
Dwain Esper, Al Dezel, Howard Underwood, 
Willis Kent, J.D. Kendis, Pappy Golden, Samuel 
Cummins et le és fameux Kroger Babb firent 
partie du groupe. Les titres des films étaient 
normalement explicites et & sensation, comme 
The Road tu Ruin, Smashing the Vice Trust, 
Wages of Sin, Marihuana, Secrets of a Model, 
Child Bride, Cocaine, No Greater Sin.. 

2) Le genre naquit avec les pseudo-documentai- 
res des années 30-40, tournés soit dans des 
“endroits exotiques” avec des indigenes &demi- 
nues (Bowanga Bowanga, The Virgin Goddess, 
Goona-Goona, Forbidden Adventure), soit dans 
des camps de nudistes (le premier fut Eljsia en 
1933), soit dans des salles d'accouchement "pé- 
dagogiques" (Mom and Dad fut le cas le plus 
retentissant). 

3) Dans T'aprés-guerre, jusqu'a la moitie des 
années Soixante, stars (et starlettes) du strip- 
tease furentengagées dans des dizaines de longs 
métrages aucontenu sans originalités: Striptease 
Girl, Paris After Midnite (tous les deux avec 
‘Tempest Storm), Striporama (avec Lili St. Cyr, 


Georgia Sothem et Bettie Page), Kiss Me, Baby 
{avec Tempest Storm et Lili St. Cyr), Hurly 
Burly (avec Georgia Sothern), A Night at the 
Follies (avec Evelyn West), Varietease (avec 
Lili St. Cyr et Bettie Page) et Teaserama (avec 
Tempest Storm et Betty Page) sont ceux aux pré- 
sences les plus prestigicuses. 

4) Financé par Walter Bibo et toumé en couleur 
par MaxNosseck «dans unvraicamp de nudistes 
avec la supervision et l'approbation de l'ASA, 
lAssociation des Naturistes d'Amérique,» il eut 
comme interprétes principaux Mickey Knox et 
Jamie O'Hara. A la suite de la sentence de 1957, 
on assista en lespace de quelques années & une 
authentique prolifération des films dont le natu- 
tisme était seulement un alibi (Nature Camp 
Diary, Career Girl, Bell, Bare and Beautiful, 
Daughter of the Sun, The Raw Ones, Diary of a 
Nudist, Girls Come Too, The Naked Complex, 
Nature's Playmates, Shangri-La, Nature Girls 
on the Moon, Blaze Starr Goes to a Nudist 
Camp), avec lavariante, toujours comme prétex- 
te, du film-vérité sur lemonde des modéles dunu 
artistique (1,000 Shapes of Female, All of Me, 
Bunny Yeager's Nude Camera, Bunny Yeager's 
Nude Las Vegas, Intimate Diary of an Artist's 
Model, Nature Sweethearts, Sin Magazine, The 
Story of 8 Girls). 

5) Les caractéristiques de ce genre de cinéma, 
appelé nudie-cutie, étaient: Vonirisme, les wa- 
mes naivement — et souvent involontairement 
— surréelles, la composante nette du voyeuri- 
sme et du fétichisme, la nudité féminine jamais 


«and her blonde big-breasted rival Marsha Jordan. 


intégrale (exclusivement les fesses et les seins 
nus, quelquefois les mamelons censurés) et la 
présence d'un personage masculin banal et 
grotesque, mireculé & la vue d'une telle abondan- 
ce. A part les nombreuses strip-teaseuses et star- 
lettes, dans le genre nudie deux stars hollywoo- 
diennes firent une bréve apparition: Jayne Man- 
sfield et Mamie Van Doren, respectivement 
déshabillées dans Promises! Promises! et Three 
Nuts in Search of a Bolt, tous les deux réalisés par 
Tommy Noonan en 1963. 

6) Réalisée en 1967-68, ellecomprend The Touch 
of Her Flesh, The Curse of Her Flesh et The Kiss 
of Her Flesh. Richard Jennings est le protagoni- 
ste du triptyque, un misogyne qui s'amuse & tuer 
des femmes avec des techniques on ne peut plus 
inusuelles et impressionnentes. 

7) Produit par George Weiss, la série est consti- 
tuée par les pellicules Olga's House of Shame 
(1964), Olga’s Girls (1964) et M.me Olga's 
Massage Parlor (1965), Mawra et Weiss sont 
aussi responsables des autres classiques du sadi 
smeen celluloide tels que White Slaves of China- 
town et Chained Girls, 

8) Ilsa, lalouve desSS (197A), Iisa, gardionnede 
harem (1975), tous les deux dirigés par Don 
Edmonds, et isa, latigresse du goulag(1977)de 
Jean Lafleur, Pendant ce temps Thorne elle- 
méme interpréta 1a cruelle persécutrice Greta, 
sur le modéle d'llsa, dans le film Greta, !a tor- 
tionnaire (1976) de V'espagnol Jess Franco. 

9) Dirigé par Joseph Cates et produit par Everett 
Rosenthal. 
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Above: Photographer, screenwriter, director and producer Russ Meyer filming Erica Gavin in Vixen (1968). 
Opposite: Bosomaniac Russ Meyer by Franco Saudelli (top), and Francesca “Kitten” Natividad (bottom). 
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«Noone would have this tit obsession that 1 
have. In my case, I not only practice, but I 
preach, Big tits and horny, simple-minded 
men — that's a powerful combination for 
any movie. Girls have to be very buxom, 
gravity defined, casting long shadows for 
‘Meyer to be interested. They've got to look 
like something out of Al Capp.» 

Russ Meyer 


ato il 21 marzo del 1922 a San 

Leandro, California, Russ Meyer 

era ancora un adolescente quando 
ricevette la sua primacinepresa in regalo da 
sua madre. Ebbe cosi inizio un rapporto 
uomo/macchina che si sarebbe coronatocon 
la fama internazionale ¢ la ricchezza per il 
cineasta, facendo entrare nella sua vita, sia 
professionale che privata, uno straordinario 
numero di donne tra le pill conturbanti e 
prodigalmente formose di tutto il mondo. 
Durante la Seconda Guerra Mondiale, 
menwe il generale George Patton, il grande 
liberatore dell'Europa, conduceva le sue 
tuppe alla vittoria, Russ Meyer, cinecame- 
rain mano, era al suo fianco quale membro 
del 166° Battaglione Fotografico del Genio: 
isuoi reportage di guerra costituiscono una 
preziosa sezione degli archivi fotografici 
militari degli Stati Uniti, 
Tornato alla vita civile, Meyer fece l'opera- 
tore in alcuni film industrialie lavord diver- 
si anni come fotografo di spogliarelliste e 
modelle perle riviste specializzate. Le porte 
del magico regno della finzione si spalanca- 
ronoperluinel 1959 col sucesso strepitoso 
di The Immoral Mr. Teas, un cosiddetto 
nudie-cutie, filmato a colori ¢ incentrato su 
un uomo che, dopo essere stato dal dentista, 
sviluppa un potere simile ai raggi X, che gli 
consente di vedere 1é donne nude. Superfluo 


Russ Meyer 


King of the Nudies 


specificare che sono tutte eccezionalmente 
belle ed esageratamente prosperose, requi- 
siti femminili questi che sarebbero diventati 
il marchio di fabbrica di Meyer. 

Realizzato in quattro giomi ecostato 24.000 
dollari, The Immoral Mr. Teas polverizz0 i 
record del botteghino, incassandone oltre 
un milione, E Meyer era appena agli inizi 
Va da sé che una cospicua fetta di questi 


soldi si volatilizz per pagare gli avvocatie 
permettere cosi al film di essere proiettato, 
dato che certe autorila non erano proprio 
degli estimatori del signor Teas. In questo 
modo comincid la Rivoluzione Sessuale in 
America, specificamente nell'ambito del- 
Yarte delle immagini in movimento, ma la 
strada versola liberta, si sa, é irtadi ostacoli. 
E quello piti temuto dalla maggioranza degli 
addeiti allo spettacolo del sexploitation era 
la penuria di finanziamenti. 

Meyer prosegui nel filone del nudie, crean- 
do film quali Wild Gals of the Naked West 
ed Eve and the Handyman, quest ultimo con 
la moglie Eve nel ruolo della protagonist. 
(Eve Meyer sarebbe perita nel 1977 in un 
incidenteacreoa Tenerife, nelle Isole Cana- 
rie), 

Quando la voglia del pubblico per i candidi 
nudies diminui a causa dell'omologazione e 
dell'inflazione dovuta alla gran quantita di 
imitatori, Meyer intraprese un'eccezionale 
serie di film che segné I'avvio di un nuovo 
genere nel cinema di sexploitation, quello 
dei roughies. Queste pellicole — Lorna 
(1964), Mudhoney (1965), Motorpsycho 
(1965) e Faster, Pussycat! Kill! Kill! (1966) 
— furono girate in un incisive bianco e 
nero, e introdussero un nuovo elemento che 
sarebbe stato rapidamente copiato da altri 
creatori operanti nel settore: la violenzaallo 
stato bruto. Aggressi tupri, sottomis- 
sione, omicidio e scene di lotta sbaragliaro- 
noil campo dai casti piaceri del voyeurismo 
innocuo dei nudies. Lorna ¢ Mudhoney, 
interpretati da Lorna Maitland, richiamano 
subito alla mente i racconti dell'America 
agresie sulle miserie del sesso scritti da 
Erskine Caldwell, autore de II piccolo cam- 
po (1933), La fantastica interpretazione di 
Tura Satana, calata nella parte diuna super- 
donna esperta di karate, fece di Faster, 
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Tempest Storm in a sequence from French Peep Show (1957), a short burlesque movie directed by Meyer and produced by Peter A, DeCenzie. 


Pussycat! il film di culto del decennio, Il 
senso del ritmo, dei tempi di posa e delle 
aliernanze sequenziali connesso alla cre- 
scente padronanza tecnicadel mezzo rendo- 
no questi film di Meyer ed i successivi 
assolutamente rivoluzionari e inimitabili. 
Una fotografia tagliente come la lama di un 
rasoio, un montaggio a fuoco rapido (che 
avrebbe direttamente influenzato 1a futura 
generazione dei registi di video musicali), 
storiee situazioni coinvolgenti, inquadratu- 
re insolite ed originali, louima scelta del 


cast e un talento per i dialoghi coloriti e 
memorabili consacrd Meyer quale massima 
personalitt del sinema ¢ come artista in 
senso assoluto, Sono il modo in cui riprende 
Je donne e le vicende in cui le colloca a dare 
forza ai suoi film, stilemi che numerosi 
creatori di pellicole erotiche sia soft che 
hard non hanno mai imparato, 0 neppure 
compreso. Nel mondo ideato da Meyer, gli 
appetiti sessuali di una donna sono pari al 
suo livello di bellezza e procacita. 

Nel corso del cupo periodo dei roughies, 
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Meyer si reco comunque in Germania per 
girare Fanny Hill (1964). Divergenze col 
produttore Albert Zugsmith, cgli stesso un 
eminente artista della cinematografia di ex- 
ploitation, indussero Meyer ad abbandona- 
re il progetto e a dissociarsene prima del 
completamento. Mondo Topless (1966), un 
documentario a colori dedicato ad affasci- 
nanti donne dai seni prorompenti, fuilpegno 
pagato da Meyer al fenomeno dei mondo, 
nato con Mondo cane (1963). 

Iisuccessivo ciclocinematografico di Meyer 
segnd il ritomo al colore ed il raggiungi- 
mento di una crescente raffinatezza stilisti- 
ca e di atmosfera. In Good Morning... and 
Goodbye (1967) Alaina Capri é un'insazia- 
bile mangiatrice di uomini, inserita in uno 
scenario suburbano di esistenze infelici, e 
Common-Law Cabin (1967) presenta la 
stessa Capri nel ruolo della complice di un 
criminale depravato, i quali soggiornano in 
una struttura turistica gestita da uno stolido 
ex-avventuriero insieme con la figlia nubi- 
Ie, La recitazione di Alaina in entrambe le 
pellicole & disinvolta, impudente ed ecci- 
tante al massimo grado, Cherry, Harry and 
Raquel (1969) contiene gli elementi preci- 
pui di Meyer: una citt& fantasma isolata, 
femmine avvenenti vogliose di maschi viri- 
li, un eroe tenace anche se provato nell'ani- 
ma, sesso simulato ad alta temperatura e un 
pericoloso malvivente prontoa venderecara 
la pelle. I semi contenuti in questo film 
germineranno cinque anni pili tardi, nella 
creazione di Supervixens. 

Vixen, prodotto con circa 72.000 dollari, 
incassd cento volte tanto nel 1968, ¢ resta 
uno dei campioni d'incasso del cinema per 
adulti di tutti i tempi, E' la storia di un pilota 


edi sua moglie, una ninfomane tutta sesso 
interpretata magistralmente da Erica Gavin. 
Sebbene Vixen sviluppasse una sottotrama 
su un rapporto incestuoso, attirosu Meyer la 
sincera attenzione della 20th Century Fox, 
desiderosa di trovare un artigiano della cel- 
luloide, talentuoso ed economico, che po- 
tesse risollevare le vendite di biglietti di cui 
tanto aveva bisogno. 

Da parte sua, Meyer valutd i vantaggi di 
un'alleanza con un importante studio di 
produzione. Come parte integrante del mec- 
canismo di nome Hollywood, Meyer e le 
sue future fatiche avrebbero avuto libero 
accesso alle sale del circuito americano pid 
importante, finanziamenti pid consistenti,e 
Tintero ufficio legale della Fox pronto ad 
intervenire per ogni evenienza, Meyer non 
ayrebbe pil dovuto battersi fino allo stremo: 
conto le autorita al fianco della censura, 
sempre pronte a bandire i suoi film. Fu una 
proposta irrefutabile, resa ancor pili ghiotia 
dal convincimento di Meyer che I'aborrita 
pornografia hard core avrebbe finito col 
nuocere alle sue entrate. Nel 1968, con il ri- 
conoscimento della categoria "X" da parte 
dell’ Associazione Americana dei Produtto- 
riCinematografici, fuchiaro che il crescen- 
teinteresse di Hollywood per le produzioni 
marcatamente erotiche si sarebbe concre- 
tizzato in produzioni di prima classe vietate 
ai minori, che sarebbero state programmate 
nei normali cinema, e non in quelli per 
adulti, protetti contro il sequestro da quel 
sigillo (la "X") ormai concesso. 

La popolarita di Un uomo da marciapiede 
(1969) comprové che i film vietati prodotti 
dalle grandi case potevano conseguire un 
successo certo se realizzati da uomini di 
cinema di provata espericnza. I dirigenti 
della Fox erano convinti che se Meyeraves- 
se saputo produrre pellicole redditizie — 
utilizzando le sue tecniche da produttore 
indipendente ed il personale specializzato, 
unitiallerisorse che un grosso studio poteva 
rapidamente fornirgli — sarebbe iniziata 
una nuova era nell'industria del cinema 
hollywoodiano. Cosi fu stilato un contratto 
per quattro film di Meyer souo l'egida della 
20th Century Fox. La sinergica esperienza 
tra una casa di produzione tradizionale di 
Hollywood ed un creatore indipendente del 
sexploitation, incontro che sarebbe degno 
diun libro, produsse un incantevole risulta- 
to dal titolo Beyond the Valley of the Dolls 
(1970), un'evidente parodia di Valley of the 
Dolls (1967) di Mark Robson. Come 
previsto, Beyond the Valley of the Dolls 
ebbe un esito eccellente dal punto di vista 
economico, I] teorema di Meyer —bellezze 
femminili dalle poppe enormi, una storia 
ferocemente satirica e una tecnica filmica 
innovativa ¢ ineguagliabile — attird sia gli 
ammiratori del regista che i comuni appas- 
sionati di cinema. Ciononostante, i critici, 
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Beauty and the cameras in a publicity photo for Heavenly Bodies (1963). 
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persino quelli che in precedenza avevano 
recensito con favore le opere di Meyer, 
suoncarono impietosi il film ela Fox. Quello 
che non riuscirono a digerire fu la violenza 
collegataal contesto sessuale, soprattutio la 
decapitazione di un personaggio maschile 
ad opera del fantomatico Z-Man e la nau- 
seante scena in cui sparano in bocca ad una 
donna addormentata mentre succhia lacanna 
della rivoltella, ¢ il sangue le zampilla fuori 
dalle narici. Questa diversitd di atteggia- 
mento pud essere attribuita alla discrimi- 
nante di accettare Meyer confinato all'inter- 
no del ghetto dell'exploitation per udulli, e 
non inyece integrato nel consolidato siste- 
ma hollywoodiano, il cui target & costituito 
dal pubblicocomune. Il secondo progetto di 
Meyer con la Fox fu The Seven Minutes 
(1971), tratto dallomonimo romanzo di 
Irving Wallace, un deciso tentativo dei 
produttori di nobilitare i] nostro regista con 
untaglio piiiintellettuale. II film fu stronca- 
to dalla critica, ma quel cheé ancora peggio 
fu un vero fiasco ai botteghini. In parole 
povere The Seven Minutes era un Meyer 
evirato, un Meyer senza attributi. A causa di 
cid, e non certo per colpa di Russ, la colla- 
borazione Fox-Meyer si risolse anzitempo 
inmodorepentino, e comporté unterremoto 
ai vertici dello studio, ura cui Vallontana- 
mento di Richard Zanuck, il dirigente re- 
sponsabile dell'operazione. I due restanti 
progelti promessi nell'accordo furono nega- 
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tia Meyer, ed egli tornd ad essere ancora 
una volta indipendente. 

Ti rientro di Meyer nell'exploitation "puro" 
avvenne con Blacksnake (1972), un torrido 
melodramma che si ricorda per il doppio 
scnso nel titolo (in inglese "serpente nero" 
sta infatti per "frusta", n.d.t.) e per essere 


Daisy Mae by Al Capp. 


ambientato in una piantagione di schiavi 
caribica, retta da una demoniaca padrona 
bianca affamata di sesso. Blacksnake fu 
proictiato nei cinema normali, ma resta il 
film meno discusso e meno visto di Meyer, 
se si eecettua forse Fanny Hill. 

Supervixens (1975) conduce la formula di 
Meyer al limite estremo. L'ironia é ancor 
pid graffiante, le donne pii statuarie e insa- 
ziabili che mai, la violenza pid selvaggia, e 
i personaggi somigliano, nella loro supidi- 
14, a quelli che popolano la strisciaa fumetti 
Li'l Abner di Al Capp. Charles Napier, nei 
panni del poliziotto assassino, sospinge Su- 
pervixens ad un apice leuteralmente esplosi- 
yo, sebbene Ia fine di Napier in Harry, 
Cherry and Raquel sia pitt impressionante. 
Up! (1976) prosegue l'ascesa in un iperrea- 
listico mondo onirico, fattodi eccessi libi 
nosi ed esagerate parti anatomiche maschili 
e femminili, giubbe rosse canadesi, seghe a 
motore, ninfe dei boschi, ex-nazisti e scene 
di sesso mimato che ricordano i titanici in- 
contri di wrestling e culminano in sguaiati 
orgasmi. Beneath the Valley of the Ulira- 
vixens (1979) & stata l'ultima delle sue pel- 
licole ed ha per protagonista Francesca 
"Kitten" Natividad, una delle sue scoperte 
pid famose. Si tatta della commedia bril- 
lante pid scabrosa e scellerata di Meyer, ¢ 
narra di un uomo ossessionato dalla pratica 
del sesso anale con la moglie, ¢ dei tentativi 
di quest ullima di guarirlo, Tutti gli elemen- 


Bathing beauty Erica Gavin in Vixen (1968). 


ti consueti raggiungono qui il loro punto di 
ebollizione ¢ rendono Uliravixens Videale 
finale in pompa magna della saga immora- 
le iniziata timidamente con Mr. Teas. 

Le creazioni di Meyer abbondano di fanta- 
stiche figure femminili inserite in vicende 
Surreali. E’ interessante notare come, mal- 
grado abbia qua ¢ 18 introdotto scene di 
incubica intensita — in particolar modo 
allinterno di Beyond the Valley of the Dolls 
© Up! —, Meyer non abbia mai girato un 
film dorrore vero ¢ proprio. 

Comeabbiamo precisato inprecedenza, gran 
parte del successo che Meyer gode presso il 
pubblico & dovuto alla sorprendente bellez- 
zacalla venust celestiale delle sue attrici 
protagoniste, tra le quali Loma Maitland, 
Uschi Digart, Haji, Babette Bardot, Edy 
Williams, Darlene Grey, Shari Eubank, 
Adele Rein ¢ la sua ultima “proposta" Me- 
lissa Mounds. Inutile aggiungere quanto 
sianodifficilida wovare donnesiffatte, anche 
se questa realta sia drasticamente cambiata 
negli ultimi tempi, in seguito alla diffusione 
det ricorso alla chirurgia per l'aumento del 
petto, spesso gonfiandolo a dimensioni 
eccessive persino per un film di Meyer. La 
scelta degli attori maschili poi era sempre 
finalizzata all'incremento della dinamicita. 
Uno dei migliori tra questi professionistié il 
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Tina Louise in God's Little Acre (1958). Photo by Russ Meyer, 


raffinato e stentoreo Stuart Lancaster, nipo- 
te dell'impresario circense americano Char- 
les Ringling. 

Sul piano personale, Meyer si dedica anima 
ecorpoalle altivita in favore dei commilito- 


Eve Meyer, Meyer's second wife, dressed 
like Daisy Mae, Al Capp's hercine. 


ni della II Guerra Mondiale, onorando la 
memoria dei coraggiosi veterani che sono 
scomparsi e non mancando mai di frequen- 
tarele consuete riunioni dei suoi compagni 
dellesercito. Con i critici cinematografici 
cheritiene tediosi, o che rappresentano una 
festata non di suo gradimento, sa essere 
laconico, sbrigativo ¢ definitivo: buongior- 
no... € addio, come recita il titolo di un suo 
film, Meyer non sopportai poveri di spirito. 
Dopo Uliravixens, Russ Meyer, |'Uomo del 
Rinascimento Sessuale, sié concentrato sulla 
vendita dei suoi film in videocasseula, Ha 
sempre mantenuto lo stretto controllo sulla 
maggioranza dei diritti dei suoi lavori sin 
dagli esordi, ¢ svolge quasi tutti i compiti 
nella sua casa produttrice di video con sede 
a Los Angeles: dal trasferimento su nastro 
alla redazione dei comunicati pubblicitari, 
fino alla ricezione degli ordini telefonici, Il 
livello qualitativo del riversamentoé stupe- 
facente, surclassando di gran lunga quello 
dei massimi studi hollywoodiai suoi 
video possiedono una brillantezza ¢ una 
nitidezza che li rende praticamente tridi- 
mensionali. Meyer sta anche realizzando il 
monumentale The Breast of Russ Meyer,un 
“epico" film autobiografico costruito con 
spezzoni delle sue opere inframezzati da 
mollissimo materiale nuovo o inedito. A 
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The real world and Mr. Teas's one jn the first nudie-cutie of all times, the successful and famous The Immoral Mr. Teas (1959). 


questo progetto impegnativo é strettamente 
connessa la sua autobiografia in tre volumi. 
Lacurae la stampa di questo costoso cofa- 
netto sono, ovviamente, supervisionate da 
Meyer nei minimi dettagli. 

Allinizio degli anni Novanta é tornato al 
suo primo amore, fotografando la spoglia- 
rellista americana Pandora Peaks per I'edi- 
zione tedesca di Playboy. 

Ha l'abitudine di declinare sistematicamen- 
te l'invito da parte degli organizzatori di 
Tassegne cinematografiche che non posso- 
no assecondare Ie sue esigenze e pretese. 
Come si suol dire, pud permettersi questo e 
altro. Perché cosi si comporta chiunque 
abbia concretizzato nella vita reale ogni suo 
desiderio. 


orn March 21, 1922 in San Lean- 
B dro, California, a teenaged Russ 

Meyer received his first movie 
camera from his mother, beginning a man/ 
machine relationship that wouldeventually 
bring world wide fame, fortune and an 
overwhelming number of the most beauti- 
ful, extravagantly endowed women in the 
world into his professional and personal 
life. During World War Two, when General 
George Patton, the great liberator of Euro- 
pe, led his troops to victory, Russ Meyer, 
camera in hand, was with him as a member 
of the 166th Signal Photographic Corps. 
Meyer's war footage is a valued part of U.S. 
military film archives. 
Returning to civilian life, Meyer photogra- 


Chery (Linda Ashton), Harry (Charles Napier) and the desert in Cherry, Hany & Raquel, 
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phed industrial films, and worked as a still 
photographer of strippers and models for 
girlic and pin-up magazines for years. 
‘The doors to the magic kingdom opened 
wide in 1959 with the success of The Immo- 
ral Mr. Teas, a color nudie-cutie about a 
man who develops the x-ray like power to 
see women nude after visiting his dentist. 
Of course they are all exotically beautiful 
and extremely well endowed, feminine 
qualities that were to be a Meyer film trade- 
mark. Made in four days for $24,000, The 
Immoral Mr. Teas smashed box office re- 
cords, grossing over one million dollarsand 
Meyer was off and running. Of course, quite 
a bit of money went to pay lawyers to keep 
the film playing as some authorities were 
not friend of Mr. Teas, This was the begin- 
ning of the sexual revolution in America 
and on the motion picture screen and the 
road to freedom always has many holes init, 
It was the financial hole most sexploitation 
showmen had to fear the most, 

Mcyer continued on in the nudic cycle, 
creating such films as Wild Gals of the 
Naked Wesi, and Eve and the Handyman, 
starring his wife Eve in the title role. (Eve 
Meyer would perish inan airliner disaster in 
Tenerife, Canary Islands, in 1977). 

When the audiences’ desire for innocuous 
nudies diminished through habituation and 
overexposure by scores of imitators, Meyer 
embarked upon a exiraordinary series of 
films that created a new cycle of sexploita- 
tion movies, the roughies. These pictures, 
Lorna (1964), Mudhoney (1965), Motor- 
psycho (1965) and Faster, Pussycat! Kill! 
Kill! (1966), were shot in crisp black and 
white and introduced a new element that 
would be quickly copied by other sexploita- 
tion filmmakers: brutal violence. Assault, 
Tape, subjugation, murder and action pus- 


Stupefayin’ Jones by Al Capp. 


hed aside the simple pleasuresof the nudies' 
harmless voyeurism. Lorna and Mudhoney 
starring Lorna Maitland immediately bring 
to mind the rural American tales of impove- 
rished lust written by Erskine Caldwell, 
author of God's Little Acre (1933). Tura 
Satana's amazing performance as a karate 
trained superwoman in Faster, Pussycat! 
made that film into what is described as the 
cult movie of the decade. Meyer's sense of 
rhythm, timing and pacing linked to his 
increasing mastery of cinematic techniques 
made these and his later films completely 
novel and beyond imitation, Razor sharp 
photography, rapid fire editing (whichwould 
directly influencea later generation of music 
video directors), absorbing stories and si- 
tuations, creative and unusual angles, ex- 
ceptional casting and an ear for colorful, 
memorable dialogue established Meyer as 
the premier leader in sinema and a true 
artist. It is the way he photographs women 
and the situations he places them in that give 
his films their power, qualities that many 
makers of soft and hard sex pictures never 
achieve or even understand. In Meyer's film 
world, a woman's sexual appetites are mat- 
ched to her level of beauty and physical de- 
velopment. 

During this darkroughie period, Meyer also 
went to Germany to film Fanny Hill (1964), 
Differences with producer Albert Zugsmith, 
himself a master of exploitation filmma- 
king, led to Meyer leaving and disowning 
the project before completion, 


Dental assistant (Marilyn Wesly) and Mr. Teas in The Immoral Mr. Teas (1959). 
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Russ Meyer on the set of Supervixens (1975): SuperSoul (Uschi Digan) making love with 
Clint Ramsey (Charles Pitts). 
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Mondo Topless (1966), acolor documenta- 
ry dedicated to glamorous, large breasted 
women, was Meyer's nod to the "mondo" 
craze inspired by Mondo Cane (1963), 
Meyer'snext series of films markeda return 
to color and an increased sophistication in 
styleand mood.GoodMorning...andGood- 
bye (1967) starred Alaina Capri as a vora- 
cious man eater in a suburban landscape of 
unhappy lives, and Common-Law Cabin 
(1967) has Capri as the associate of a vi- 
cious criminal visiting a resort run by a 
stolid ex-adventurer and his nubile daugh- 
ter. Her performances in both movies are 
cool, bitchy and lust-inspiring to thehighest 
degree. Cherry, Harry and Raquel (1969) 
contains the elements that are pure Meyer: 
an isolated desert town, voluptuous women 
innced of strong men,a tough, if soul weary 
hero, hot soft core sex and a formidable 
villain ready to fight to the death. The seeds 
within this picture would lead to the germi- 
nation of Supervixens five years later. Vixen, 
made for approximately $72,000, grossed 
100 times its investment in 1968 and is one 
of the highest grossing adults-only features 
ever made. The story of a pilot and his 
sexually ravenous wife, played to perfec- 
tion by Erica Gavin, While Vixen had the 
taboo subplotofincest, itstill brought Meyer 
to the serious attention of 20th Century Fox, 
eager to finda talented, economical filmma- 
ker whocould pullin the ticket sales they so 
desperately needed. 

Inturn, Meyer realized the advantages of an 
alliance with a major studio. As part of the 
Hollywood machine, he and his future en- 
deavors would have entrance into the main- 
stream theatres of America, higher budgets 
and the Fox legal departmentat his service. 
He would no longer haveto fight it outwith 
censorship oriented authorities eager to ban 
his pictures. It was an irresistible deal, furt- 
her enhanced by the realization that hard 
core pomography, which Meyer abhorred, 
was harming his present revenues. With the 
Motion Picture Producers Association of 
America's "X" rating implemented in 1968, 
it appeared that Hollywood's increasing 
interest in sexually charged productions 
would result in mainstream movies of an 
adult nature that would be presented in 
regular,notadult, film houses and protected 
from seizure by the sanctioned "X" seal. 
‘The popularity of Midnight Cowboy (1969) 
indicated that adult features produced by 
major studios could be quite successful if 
made by highly skilled filmmakers. If Meyer 
could produce profitable pictures using his 
independent production techniques and key 
personnel with the resources a major studio 
could quickly provide, a new era in Holly- 
wood filmmaking would begin, the powers 
at Fox believed. A deal for four Meyer 
pictures undertheaegis of 20th Century Fox 


Lorna Maitland, main actress of Loma. 


was struck. 

Worthy of a book in itself, the result of this 
amalgamation of traditional Hollywood 
studio and independent sexploitation crea- 
tor led to the fascinating Beyond the Valley 
of the Dolls (1970), a parody of Valley of the 
Dolls (1967) by Mark Robson. Beyond the 
Valley of the Dolls was financially succes- 
sful as anticipated, The Meyer formula of 
beautiful, big breasted actresses, wild, sati- 
ric story and uniquely innovative film tech- 
niques drew both Meyer fans and the gene- 
ral moviegoing public. However, the cri- 
tics, even those who had previously given 
Meyer's work good reviews, bitterly sava- 
ged this film and Fox. Of great distress to 
them was the violence within a sexual con- 
text, particularly the beheading of a male 
character by the what-is-it? Z-Man and the 
sick scene in which a sleeping woman is 
shot in the mouth as she sucks on the barrel 
of a gun, her blood jetting out through her 
nostrils. This shift in attitude could also be 
attributed to their acceptance of Meyer in 
the ghetto world of adult exploitation but 
not within the massive Hollywood system 
geared for the general public. Meyer's se- 
cond project for Fox was Irving Wallace's 
The Seven Minutes, Fox's nervous attempt 
to make a more "dignified" filmmaker out 
of Meyer. It was a critical failure. Worse 
than that, it was a terrible financial failure. 
Simply stated, The Seven Minutes (1971) is 
an emasculated Russ Meyer, a Meyer wit- 
hout balls. It was not his fault but it imme- 


Barney (Ken Swottord) menacing Babette (Babette Bardot) in Comman-Law Cabin (1987). 


diately led to the end of the Fox-Meyer 
collaboration and a total restructuring at the 
studio, including the departure of Richard 
Zanuck, the executive who brought Meyer 
in, The two remaining film projects due on 
Meyer's contract were negated and he was 
independent once more. 

Meyer's re-entrance into "pure" exploita- 
tion started with Blacksnake (1972), a stea- 


my melodrama with a double entendre title 
set on a Carribean slave plantation gover- 
ned by a sex hungry white mistress from 
Hell. Blacksnake played in regular film 
houses but is Meyer's least discussed, least 
seen picture with the probable exception of 
Fanny Hill. 

Supervixens (1975) carried the Meyer for- 
mula to greatextremes. The humour is more 
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lampoonish, the women are more statue- 
sque and more insatiable than ever before, 
the violence more bizarre and the characters 
reminiscent of the stupid inhabitants of Al 
Capp'sLi’lAbner comic sirip. Charles Napicr 
as the murderous policeman propels Super- 
vixens to a literally explosive climax, alt- 
hough Napier's end in Harry, Cherry and 
Raquel is more thrilling, Up! (1976) conti- 
nues the ascent into a hyper-realistic dream 
world of excessive libidos and massive body 
parts both male and female, Canadian 
Mounties, chainsaws, wood nymphs, ex- 
Nazis and softcore sex scenes that resemble 
titanic wrestling matches and culminate in 
screaming orgasms, Beneath the Valley of 
the Ultravixens (1979) was his last feature 
film and starred Francesca "Kitten" Nativi- 
dad, one of Meyer's most well known disco- 
veries. It is Meyer's kinkiest comedic tale 
about a man who is fixated on performing 
anal sex upon his wife and her attempts to 
cure him. All of the traditional ingredients 
come to a boil making Ultravixens a fittin- 
gly outrageous theatrical finale to the Meyer 
sagas that began with the shy Mr. Teas. 
Meyer's films abound with female fantasy 
figures in surrealistic moments, It's intere- 
sting that while some of Meyer's films 
contain scenes of nightmarish intensity, 
particularly Beyond the Valley of the Dolls 
and Up!, Meyer never madeanactual horror 
movie. 

As we emphasize in this piece, much of 
Meyer's success with his audience resulted 
from the striking beauty and celestial pul- 
chritude of his leading ladies, including 
Loma Maitland, Uschi Digart, Haji, Babet- 
te Bardot, Edy Williams, Darlene Grey, 
Shari Eubank, Adele Rein and his latest di- 
scovery, Melissa Mounds. Needless to say, 
women such as these are difficult to find, 
although this situation has changed drasti- 
Aquatic adulterers Kelly (Anne Chapman ) and Ray (Gordon Wescourt) in Finders Keepers, cally in recent years through the widespread 
Lovers Weepers (1968). use of surgical breast augmentation, often to 
dimensions excessive for evena Meyer pic- 
ture. His choice of actors always added 
dynamic thrust as well, One of the best of 
these actors was the patrician, stentorian 
StuartLancaster, the grandson of American 
circus impresario Charles Ringling. 
Onapersonal level, Meyeris totally dedica- 
tedtohis World War Two buddiesand tothe 
memory of those brave veterans who have 
passed on. He never fails to attend the regu- 
lar reunions of his fellow GIs. 

With film journalists Meyer finds tedious or 
who represent a publication he does not 
approve of, he can be quick, curt and to the 
point: «Good morning... and goodbye,» 
Meyer does not suffer a fool. 

Since Ultravixens, Russ Meyer, the Sexual 
Renaissance Man, has concentrated on the 
sale of his films on home video. He has 
Lorna Maitland and Mark Bradley in Lorna(1964). always retained tight control on the majori- 
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ty of his film properties since the very be- 
ginning of the skin game and he handles 
almost every aspect of his Los Angeles 
based video firm, from film transfer to wri- 
ting ad copy to telephone order taking. The 
quality levels of his film to tape transfers are 
astonishing, far surpassing that of the big- 
gest Hollywood studios and his videocas- 
settes are almost three dimensional in clari- 
ty and brilliance. 

Meyer has also been developing his monu- 
mental The Breast of Russ Meyer, an epic, 
autobiographical film mixing footage from 
his features witha great deal of new footage. 
Tied in with this marathon project is his 
three volume set autobiography. The pro- 
duction and printing of this expensive tome, 
ofcourse, being totally supervised by Meyer 
to maximum detail. 

He recently photographed American strip- 
per Pandora Peaks for a German edition of 
Playboy magazine. 

He will routinely turn down film festival 
promoters who cannot meet his needs and 
requirements. As the saying goes, he has all 
tho time in the world. Such isthe way of any 
man who has achieved all of his dreams in 
real life. 


€1e21 mars 19224 SanLeandro en 
N Californie, Russ Meyer était enco- 

re unadolescent lorsque sa mére lui 
fitcadeau de sapremitre caméra. Le rapport 
homme/caméra initia ainsi etauraitaboutia 
la renommée internationale et a la richesse 
pour le cinéaste, faisant entrer dans sa vie, 
tant professionnelle que privée, un grand 
nombre de femmes parmi les plus troublan- 
tesetgénéreusement bienen chair du monde 
entier, 
Pendantla deuxiéme guerre mondiale, alors 
que le général George Patton, le grand libé- 
rateur de l'Europe, conduisait ses toupes a 
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Russ Meyer filming a love scane with Erica Gavin in Vixen 


‘Ann Marie in an unmistakable scene “a la Meyer’ in Supervixens (1975) 
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Stripper Althea Currier and Russ Meyer in a publicity photo for Heavenly Bodies (1963). 


la victoire, Russ Meyer, caméra en main, 
Giaita ses cOtés en tant que membre du 166° 
Bataillon Photographique du Génie: ses 
reportages sur la guerre constituentune sec- 
tion appréciable des archives photographi- 
ques militaires des Etats-Unis. 

Revenua la vie civile, Meyer fit 'opérateur 
dans certains films industriels et travailla 
plusieurs années comme photographe des 
strip-teaseuses et modéles pour revues spé- 
cialisées, Les portes du royaume magique 
de a fiction souvrirent pour lui en 1959 
avec le succés éclatant de The Immoral Mr. 


Teas, un soi-disant nudie-cutie, filmé en 
couleurs et centré sur un homme qui, aprés 
avoir été chez le dentiste, a un pouvoir 
identique acelui des rayons X qui lui permet 
de voir les femmes nues. Il est inutile de 
spécifier qu'elles sont toutes exceptionnel- 
Jement belles et exagérément plantureuses, 
qualités fEmininesrequises devenues, parla 
suite, le label de Meyer, 

Réalisé en quatre jours au prix de 24.000 
dollars, The Immoral Mr. Teas pulvérisa le 
record des recettes encaissant plus d'un 
million. Et Meyer était 4 peine a ses débuts. 


Babette Bardot, American BB, in a publicity photo for Mondo Topless (1966). 
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Russ and Lorna on the set in 1964. 


Il faut dire qu'une partie considérable de ses 
gains se volatilisa afin de payer les avocats 
eLpermettre ainsi au film d’étre projeté, vu 
que certaines autorités n‘étaient justement 
pas des amis de Mr. Teas, La Révolution 
Sexuelle commenga de cette fagon en 
Amérique, spécialement dans le domaine 
de l'art des images en mouvement, mais le 
chemin vers la liberté, on le sait, est hérissé 
diobstacles. Ce que redoutaient le plus de 
nombreux adeptes du spectacle du sexploi- 
tation, élait la pénurie des financements. 
Meyercontinua dans le filon du nudie créant 
des films tels que Wild Gals of the Naked 
West et Eve and the Handyman, ce demier 
avec sa femme Eve dans le rdle de la prota- 
goniste, (Eve Meyer serait morte en 1977 
dans un accident d'avion a Ténérife dans les 
iles Canaries). 

Lorsque le désir du public pour les candides 
nudies diminuaa cause del'homologationet 
de l'inflation due aux nombreux imitateurs, 
Meyer entreprit une série exceptionnelle de 
films qui marqua le début d'un nouveau 
genre de cinéma de sexploitation, le rou- 
ghie. Ces pellicules —Lorna (1964), Mud- 
honey (1965), Motorpsycho (1965) et Fa- 
ster, Pussycat! Kill! Kill! (1966) — furent 
tournées en un noir et blanc incisif et intro- 
duisirent un nouvel élément qui aurait été 
rapidement copié par les autres créateurs 
agissantdans leméme secteur: la violence A 
Vétat brut. Agressivités, viols, soumission, 
meurtres et scénes de combat éliminérent 
du secteur les plaisirs chastes du voyeuri- 
sme inoffensif des nudies. Lorna et Mudho- 
ney, interprétés par Lorna Maitland,rappel- 
lent immédiatement a la mémoire les récits 


Beautiful Lorna Maitland. Photo by Meyer. 


de l'Amérique agreste sur les miséres du 
sexe écrits par Erskine Caldwell, auteur de 
Le Petitarpent dubon Dieu (1933). L'inter- 
prétation fantastique de Tura Satana, jouant 
le rdle d'une superfemme experte de karaté, 
fit de Faster, Pussycat! le film de culte dela 
décennic. Le sens du rythme, des temps de 
pose ct les alternances des séquences liées & 
la maitrise technique croissante de la camé- 
ra, rendent ces films de Meyer et les 
vants absolument révolutionnaireset inimi 
tables. Une photographie tranchante com- 
me la lame d'un rasoir, un montage avec une 
mise aupointrapide (qui aurait influencé di- 
rectement la future génération de metteurs 
en scéne de vidéos musicaux), histoires et 
situations attrayantes, prises de vue insoli- 
tes et originales, le choix excellent des ac- 
leurs eLun talent pour les dialogues pittore- 
sques ct mémorables permirent & Meyer de 
devenirla plus grande personnalité du sine- 
ma et un artiste au sens absolu. Ce sont la 
fagon de filmer les femmes et les histoires 
oi il les place qui animent ses films, carac- 
téristiques que de nombreux créateurs de 
pellicules érotiques soit soft soit hard n'ont 
pas encore appris ou pas méme compris. 
Dans le monde créé par Meyer, les appétits 
sexuels d'une femme sont équivalents a son 
degré deffronteric ct de beauté. 

Aucoursde la période sombre des roughies, 
Meyeralla quand méme en Allemagne pour 
tourner Fanny Hill (1964). Les divergences 
avec le producteur Albert Zugsmith, lui- 
méme un artiste éminentde la cinématogra- 
phie d'exploitation, obligtrent Meyer & 
abandonner le projet et de s'en séparer avant 


ms Ann Marie © “Kitten” Nalividad * June Mack 


Press advertising for Ultravixens (1979). 


son achévement. Mondo Topless (1966), un 
documentaire en couleurs dédié & des fem- 
mes altrayantes, aux seins volumineux, fut 
la concession payée par Meyer au phéno- 
mene des "mondos" ,commencé avec Mon- 
do cane (1963). 

Le cycle cinématographique suivant de 
Meyer marqua le retour & la couleur et la 
réalisation d'un raffinement croissant de 
styleetd'atmosphire. Dans Good Morning... 
and Goodbye (1967) Alaina Capri est une 


Stripper Raven De La Croix in Up! (1976). 


insatiable mangeuse d'hommes, insérée dans 
un décorsuburbaind'existences malheureu- 
ses, et Common-Law Cabin (1967) présen- 
te encore Capri dans le rdle de la complice 
d'un assassin dépravé, lesquels séjournent 
dans un établissement touristique géré par 
un ancien aventurier stupide avec sa fille 
célibataire. L'interprétation d'Alaina dans 
les deux pellicules est désinvolte, impuden- 
te et excitante au plus haut niveau. Cherry, 
Harry and Raquel (1969) contient les élé- 
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ments principaux de Meyer: une ville fant6- 
me isolée, des femmes attrayantes a la re- 
cherche du mile viril, un héros obstiné 
méme si éprouvé dans l’ame, sexe ardent 
simulé et un dangereux malfaiteur prét 
vendre cher sa peau. Les germes contenus 
dans ce film se développeront cing ans plus 
tard dans la création de Supervixens. 

Vixen, produit avec 72.000 dollars environ, 
réalisa cent fois plus en 1968 et reste dans le 
cinéma pour adultes de tous les temps, un 
parmiceux qui ontencaiss¢ le plus d'argent. 
C'est l'histoire d'un pilote et de sa femme, 
une nymphomane interprétée magistrale- 
ment par Erica Gavin. Bien que Vixen déve- 
loppait une sous-trame sur un rapport ince- 
stueux, ilattira sur Meyer l'attention sincére 
dela 20th Century Fox, désireuse de trouver 
un artisan de la celluloide, plein de talent et 
économique, qui pouvait augmenter la vente 
des billets dont elle avait tant besoin, 

De son cété Meyer évalua les avantages 
d'une alliance avec une importante maison 
de production. Comme partic inégrante du 
mécanisme hollywoodien, Meyer et ses 
futurs travaux auraient eu le droit d'accés 
dans les salles les plus importantes du cir- 
cuit américain, des financements plus con- 
sistants et le bureau du contenticux Fox au 
complet prét @ toute éventualité. Meyer ne 
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Curvaceous Uschi Digart photographed by Ri 


juss Meyer. 


se serait plus battu jusqu’a I'épuisement 
contre les autorités et la censure, toujours 
prétes A bannir ses films. Ce fut une propo- 
sition irréfutable, rendue encore plus allé- 
chante par le fait que Meyer était convaincu 
que V'odieuse pornographie hardaurait nui A 
ses recettes. En 1968, avec la reconnaissan- 


Russ Meyer on cover, 1970. 


Stripper Ann Marie, one of the stars of Ultravixens (1979). 


cede lacatégorie "X" de lapartde!'Associa- 
tion Américaine des Producteurs Cinéma- 
tographiques, il fut évident que l'intérét 
croissantd'Hollywood pour les productions 
érotiques se seraitconcrétisé en productions 
de premiére catégorie interdites aux mi- 
neurs, qui auraient été programmées dans 
les cinémas normaux, et pas dans ceux pour 
adultes, protégés contre la séquestration de 
ce sceau ("X") désormais concédé. 

Lapopularitéde Macadam Cow-boy (1969) 
démontraque les films interdits produits par 
les grandes maisons pouvaient obtenir un 
certain succés siils étaient réalisés par des 
hommes de cinéma d'une expérience sire. 
Les dirigeants Fox étaient convaincus que si 
Meyer avait su produire des pellicules ren- 
tables — utilisant ses techniques de produc- 
teur indépendant et le personnel spécialisé, 
avec les ressources qu'une grosse maison 
pouvait lui fournir rapidement — une nou- 
velle ére dans l'industrie du cinéma holly- 
woodien aurait commencé, Ainsi, un con- 
trat ful rédigé pour quatre films de Meyer 
sous I'égide de la 20th Century Fox. L'expé- 
rience synergique entre une maison de pro- 
duction traditionnelle d'Hollywood et un 
créateur indépendant de sexploitation, une 
rencontre qui serait digne d'un livre, produi- 
sit un excellent résultat intitulé Beyond the 


‘Ann Peters in a publicity photo by Meyer 


Valley of the Dolls (1970), une parodic 
évidente de Valley of the Dolls (1967) de 
Mark Robson. Comme prévu, Beyond the 
Valley of the Dolls fut une réussite du point 
de yue économique. Le théoréme de Meyer 
— beautés féminines a la grosse poitrine, 
une histoire férocement satyrique et une 
nouvelle technique filmique inégalable — 
altira soit les admirateurs du metteur en 
scéne, soit les gens communs passionnésde 
cinéma. Malgré cela, les critiques, meme 
ceux qui auparavantavaientrecensé favora- 
blement les ceuvres de Meyer, démolirent 
impitoyables le film et la Fox. Ils n‘arri- 
vaient pas & supporter la violence liée au 
contexte sexuel, surtoutla décapitation d'un 
personnage masculin par un fantomatique 
Z-Manet la sctnenauséabonde ot un homme 
tire dans la bouche d'une femme endormie 
alors qu'elle suce le canon du revolver et le 
sang jaillit par le nez. Cette différence de 
comportement peut étreattribuée au fait que 
Meyer — confiné a l'intéricur du ghetto de 
l'exploitation pour adultes et pas du tout 
intégré dans le syst8me hollywoodien affir- 
mé, dont les receites sont constituées parles 
gens communs — avait des difficultés & se 
faire accepter. Le second projet de Meyer 
avec la Fox fut The Seven Minutes (1971), 
extrait du roman homonyme de Irving 
Wallace, une tentative décisive des produc- 
teurs pour ennoblir note metieur en sctne 
avec un caractére plus intellectuel, Le film 
fut démoli par la critique mais, pire encore, 
ce fut un échec d'encaissement. Tout sim- 
plement The Seven Minutes était un Meyer 
castré, un Meyer sans intérét. A cause de 
cela, cen’estcertainement pas de sa faute, la 
collaboration Fox-Meyer se conclua pré- 


Psychotic go-go girl gang (Tura Satana, Haji and Lori Williams) of Faster, Pussycat! (1966). 
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ita (Shawn Devereaux) in a publicity shot for Europe in the Raw (1963). 
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Lorna dead in the salt mine, in the biblical final scene of Lorna (1964). 
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maturément de facgon soudaine et créa un 
bouleversement au sommet de la maison de 
production avec I'éloignement de Richard 
Zanuck, le dirigeant responsable de l'opéra- 
tion, Les deux autres projets promis par 
Vaccord furent annulés ct Meyer redevint 
encore une fois indépendant, 

Leretourde Meyer dans!'exploitation "pure" 
survint avec Blacksnake (1972), un mélo- 
drame torride donton se souvient 4 cause du 
double sens dans letitre (en anglais "serpent 
noir" veut dire en fait "fouet") et pour étre 
situé dans une plantation d'esclaves des 
Caraibes, tenue par une patronne démonia- 
que de race blancheassoiffée de sexe. Black- 
snake fut projeté dans les cinémas normaux, 
mais ce [ut le film moins controversé et le 
moins vu de Meyer, si l'on exclut pout-ttre 
Fanny Hill. 

Supervixens (1975) conduit la formule de 
Meyer a la limite de l'extréme. L'ironie est 
encore plus profonde, les femmes ont une 
beaulé plus sculpturale et sont encore plus 
insatiables que jamais, la violence plus 
sauvage et les personnages ressemblent, 
dans leur stupidité, 4 ceux qui peuplent la 
bédé Li‘/Abner de Al Capp. Charles Napier, 
dans le rdle du policier assassin, pousse 
Supervixens & son apogée littéralement 
explosive, bien que la fin de Napier dans 
Cherry, Harry and Raquel soit plus impres- 
sionnante. Up! (1976) poursuit l'ascension 
dans un monde onirique hyperréaliste, fait 
d'excés libidineux et de parties anatomiques 
masculines et féminines exagérées, Tuni- 
ques écarlates canadiennes, scies 4 moteur, 
nymphes des bois, ex-nazis et sctnes de 
sexe mimées qui rappellent les rencontres 
titaniques de wrestling et culminent en de 
vulgaires orgasmes. Beneath the Valley of 
the Ultravixens (1979) a été la derniére de 
ses pellicules eta pour protagoniste France- 
sca "Kitten" Natividad, une de ses décou- 
vertes les plus fameuses. II s'agit d'une bril- 
lante comédie, la plus licencieuse et scéléra- 
tede Meyer, et raconte l'histoire d'un hom- 
me obsédé par la pratique du sexe anal avec 
sa femme et des efforts de cette derniére 
pour le guérir. Tous les éléments tradition- 
nels rejoignentici le degré maximum et font 
de Uliravixens le dénouementidéal en gran- 
de pompe de la saga immorale commencée 
timidement avec Mr. Teas. 

Les créations de Meyer pullulent de sil- 
houettes féminines fantastiques insérées 
dans des histoires surréelles. Il est intéres- 
sant de noter pourquoi, malgré qu'il ait in- 
troduit ga et 1a des scénes de cauchemar 
intense — en particulier dans Beyond the 
Valley of the Dolls et Up! — Meyer n'a 
jamais tourné un véritable film d'horreur. 
Comme précisé auparavant, une grande 
partie du succés de Meyer joui auprés du 
public est due 41a beauté surprenante eta la 
vénusté céleste de ses actrices protagoni- 


stes, parmi lesquelles Lorna Maitland, Uschi 
Digart, Haji, Babette Bardot, Edy Williams, 
Darlene Grey, Shari Eubank, Adele Rein et 
sa derniére “découverte” Melissa Mounds. 
Test inutile d'ajouter combienil est difficile 
de trouver de telles femmes, méme si cette 
réalitéa drastiquement changé, ces deniers 
temps, a Ja suite de la diffusion du recours & 
lachirurgie pour augmenter la pot », SOU- 
vent excessivement gonflée méme pour un 
film de Meyer. Puis le choix des acteurs 
masculins était toujours congu par rapport a 
l'accroissement du rythme. Un parmi les 
meilleurs de ces professionnels est Stuart 
Lancaster, raffiné et a la voix de stentor, 
neveu de l'impresario du cirque américain 
Charles Ringling. 

iculicr, Meyer se dédic corps 
té en faveurdescompagnons 
d'arme de la deuxitme guerre mondiale, 
honorant la mémoire des vétérans coura- 
geux décédés et fréquentant toujours les 
habituelles réunions de ses compagnons de 
l'armée. Avec les critiques cinématographi- 
ques qu'il juge ennuyeuses ou qui présen- 
tent une publication qu'il n'apprécie pas, il 
est capable d'éue laconique, expéditif et 
définitif: bonjour... et adieu, comme le titre 
d'un de ses films, Meyer ne supporte pas les 
pauvres d'esprit. Aprés Uliravixens, Russ 
Meyer, I'Homme de la Renaissance Sexuel- 
le,s'est concentré sur lavente de ses filmsen 
vidéocassettes. II a toujours eu un contdle 
rigoureux sur la plupart des droits de ses 
travaux depuis ses débuts et exerce presque 
toutes les corvées dans sa maison productri- 
ce de vidéos située 4 Los Angeles: du tran- 
sfert sur bande la rédaction des communi- 
qués publicitaires, jusqu'a la réception des 
commandes par téléphone. Le niveau quali- 
tatif de reproduction est étonnant, de loin 
supérieur A celui des maisons hollywoo- 
diennes les plus fameuses et ses vidéos pos- 
sédent un éclat et une netteté les rendant 
pratiquement tridimensionnels. Meyer est 
en train de réaliser aussi le colossal The 
Breast of Russ Meyer, un film autobiogra- 
phique épique construit avec des fragments 
de ses ceuvres alternés d'un matériel abon- 
dant nouveau ou inédit, Son autobiographie 
en trois volumes est étroitement liée a ce 
projet important, Le soin et l'impression de 
cecoffretonéreux sont, évidemment, super- 
visionnés par Meyer dans le moindre détail. 
Au début des années Quatre-vingt-dix, ilest 
retoumé a ses premiéres amours, photogra- 
phiantla strip-teaseuse américaine Pandora 
Peaks pour I'édition allemande de Playboy. 
Ilal'habitude de refuser systématiquement 
toute invitation des organisateurs des festi- 
vals du cinéma qui ne peuvent pas favoriser 
ses exigences ct ses prétentions. Comme on 
dit, il peut tout se permettre. Car tout étre qui 
aconcrétisé dans la viechacun deses désirs, 
peut se comporter ainsi. 


Vixen (Erica Gavin) and his brother Judd (Jon Evans) making love during the shower in 
Vixen (1968). This scene is considered by Meyer the most erotic one he ever filmed, 


SEXPLOITATION 39 


Russ Meyer Movie Gallery 
VU iA 


Res fais ahs ae 
Russ Meyer photographed by Moshe Brakha (from /nterview); Lorna Maitland, Ann Peters and Uschi Digart photographed by Russ Meyer. 
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Top: Francesca “Kitten” Natividad, star of Up! (1976) and Beneath the Vallay of the Ultravixens (1979), In a photo by Russ Meyer. 
Above: Babette Bardot, star of Mondo Topless (1966) and Common-Law Cabin (1967). 
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postive 

B aoutr toenriFI- 

CATION REQUIRED 

Now see why audiences in San 
Francisco, Boston, and Wash. 
D.C. have broken box office 
records to see this incredibly 
sensuai film, the embodiment of 


FULFILLMENT and DESIRE 


Starring LORNA 
MAITLAND 


destined to set a new 
standard of voluptuous beauty, 


Top: Press advertising for Lorna (1964) and its protagonist Lorna Meitland on the set. 
Above: Babette Bardot and Darlene Grey, stars of Mondo Topless (1968). 
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‘RUSS MEYER A. 


Faster 


PUSSYCAT! 


SUPERWOMEN! 
‘BELTED, BUCKLED 
and BOOTED! 


fo 


“TURA SATANA HAIL * WILLIANS + BERNARD | 


Stuart | 


LANCASTER * TRINKA * BUSCH « BARLOW * FOXX | 
Directed by = vi. . = Srey by Wk MORAN An e nace 


Top: Haji, Lori Williams and Tura Satana, stars of Faster, Pussycat! Kill! Kill! (1966), in a publicity photo by Russ Meyer. 
Above: Tura Satana as Varla in Faster Pussycat! Kill! Kill! (1956), and original press advertising for this cult movie. 
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Left: Ann Marie as Eufaula Roop in a scene romBeneath the Valley of the Ultravixens (1979) 
Right: Original press advertising (top) and Ann Marie in a pin-up pose (above), 
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Francesca “Kitten” Natividad (top left and bottom right) and Uschi Digart (top right and bottom leit) in four photos by Russ Meyer. 
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Two orginal humorous comic ads (1959, 1961), and a publicity photo for Heavenly Bodies (1963). 
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PASSION 
DEBASED BY LUST... 


; ha film of 


© produced & airactod by RUSS MEYER, 


Top: Original advertising for Mudhoney (1965) and German actress Renate Hutten a.k.a. Rena Horten in a publicity photo by Russ Meyer. 
Above: Christy Hartburg as SuperLorna in Supervixens (1975), and original press advertising for Up! (1976). 
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David F. Friedman, “Mighty Monarch of the Exploitation Film for Fun and Profit”, on the set of The Erotic Adventures of Zorro (1972). 
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David F.. Friedman 


«l’ ye been in the motion picture business all 
my life. God knows X-rated or adult/explai- 
tation films have been around as long as 
there have been movies. | am probably 
guilty of promulgating more of the most 
disgusting garbage on the American public 
than anyone has ever done.» 

David F. Friedman 


avid F, Friedman, definito il “Sul- 

tano dello Schifo”, il “Principe del 

Derma-fotogrammo” e il “Supre- 
mo Monarca dello Sfruttamento Intensivo”, 
é il signore incontrastato di cid che viene 
chiamato...cinema spazzatura. Natolavigi- 
lia di Natale del 1923 a Birmingham, in 
Alabama, Friedman esordi nel 1957 nel- 
Vambiente della cinematografiad’ exploita- 
tion souo laguida dell’ insuperabile Howard 
W. “Kroger” Babb, il “Signor Industriadello 
Spettacolo”, sovrano assoluto di tutto il 
popolo del cinema di exploitation itineran- 
te, Con questo sistema Babb ha presentato, 
in tutte le localita dell’America rurale ¢ 
urbanizzata, film come Mom and Dad 
(1947), ilnotissimo documento filmatosulla 
nascita di un bambino, utilizzando cinema- 
tografi presi in affitto o un semplice tendone 
da baraccone. La strabiliante carriera di 
Babbél'essenza dellaleggenda degli uomini 
di spettacolo. Si calcola che soltanto Mom 
and Dad abbia incassato oltre cinquanta 
milioni di dollari negli Stati Uniti, in venti 
anni di ininterrotta programmazione. Senza 
contare i proventi dalla vendita di migliaia 
dimanuali di educazione sessuale, effettua- 
la porta a porta da attrici prezzolate con 
indosso un candido camice da infermicra, 
dopo essere state sommariamente indottri- 
nate dal “celeberrimo” professor “Eliot 
Forbes”, disolito un navigato imbonitore da 
fieracol vocabolario forbitodi un laureatoe 
il talento diun piazzista proveuo. Lo stesso 
Friedman impersond in diverse occasioni 


Sultan of Sleaze 


Forbes 0 uno dei suoi “illustri” colleghi, 
“Alexander Leeds” e “Curtis Hayes”, tra 
una proiezione e l'altra di Mom and Dad. 

Nelle vene di David F, Friedman scorre siil 
sangue di Kroger Babb, ma anche quello di 
P.T. Barnum, un’amalgama di segatura 
rosata ¢ celluloide grezza. E’ un esperto di 
storia del circo americano e della fiera dei 


Deek Sills as Algona in Trader Hornee. 


baracconi, una passione che ha ereditato da 
suo padre, uno strillone proprietario di un 
luna park, Massone e membro di vecchia 
data della Lega Americana degli Uomini di 
spettacolo (la ben nota associazione dei 
proprictari ¢ degli impresari di spettacoli 
viaggianti o all’aperto), Friedman continua 
ancora oggi a lavorare nel settore. 
Espletato il servizio militare durante la Il 
Guerra Mondiale, Friedman divenne un 
pubblicitario per la Paramount, II suo inca- 
Tico pil rimarchevole per questo studio fu il 
coordinamento della campagna pubblicita- 
ria per /Ipiit grande spettacolo del mondo di 
Cecil B. De Mille, |affresco circense vinci- 
tore dell’Oscar nel 1952. Pid tardi perd 
Friedman abbandond la piatta routine ¢ la 
relativa sicurezza economicaalle dipenden- 
ze della Paramount per il faticosissimo ma 
ripagante mestiere del produttore cinemato- 
grafico di exploitation, dimostrandodiavere 
imparato alla perfezione la lezione di vita 
del suo mentore Babb. 

Se vero che il bagaglio personale determi- 
na il nostro destino, é pur vero che fu il fato 
a decretare il suo incontro con un docente 
universitario, trasformatosi da poco in ci- 
neasta, di nome Herschell Gordon Lewis. 
Divenuti subito soci, realizzarono il loro 
primo film, The Prime Time (1960), un 
dramma a tinte forti sui capelloni e le mo- 
dellein cui appare una giovane Karen Black. 
Segui a ruota Living Venus (1960), la storia 
di un editore di riviste per soli uomini. En- 
trambi i lavori non suscitarono proprio quel 
che si dice un‘accoglienza entusiastica, ¢ 
cosi Lewis e Friedman si misero a filmare 
nudie-cuties, i discendenti naturali dei film 
di spogliarelli che venivano programmati 
nei teatri di burlesque, in mezzoa due spet- 
tacoli dal vivo. Girati nellecolonie pernudisti 
della Florida e dell’Indiana, i film salutisti 
della coppia Friedman-Lewis recano titoli 
tipicamente ammiccanti come The Adven- 
turesof Lucky Pierre (1961),Nature’ s Play- 
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mates (1962) e Bell, Bare and Beautiful 
(1963), protagonista di quest’ultimo fu 
Virginia Bell, una spogliarellista dotata di 
un giropetto di oltre centoventi centimetri. 
Gli ingredientierano: attraenti ragazze nude, 
unignobile personaggioallupato che lespia, 
sole, pallavolo e tirocon l’arco, e un intrec- 
cio inesistente, con qualche considerazione 
sociale di tanto in tanto, in modo da stimo- 
lare un po’ di attivit& cerebrale negli spetta- 
tori, soitoposti ad un affaticamento eccessi- 


Snake charmer Madame Lee in She-Freak (1967), written and produced by Dave Friedman. 


vo solo nei globi oculari. La stella della 
maggioranza di queste pellicole fu Allison 
Louise Downe, conosciuta anche con lo 
pseudonimo Vicky Miles, una piacente 
brunetta che divenne in seguito un membro 
importante, € vestito di tutto punto, dello 
staff creativo di Friedman-Lewis. 

A partire dal 1963, i due si misero alla 
ricerca di qualcosa che fosse completamen- 
te diverso. La concorrenza delle esibizioni 
di pelle nuda dal vivosi era fatta prepotente. 


Scene from The Erotic Adventures of Zorro (1972) by David F. Friedman. 
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Behind the Tents and Tinsel of 2 Monster Midway 
Something Barbaric Occurs on the 


AILEY of NIGHTMARES..| 


. ay 


Original press advertising, 1967. 


Pletore di nudie-cuties erano state prodotte 
a getto continuo nei primi anni ’60.con una 
estenuante monotonia di copione. E allora 
Lewis e Friedman cambiarono registro: 
sangue! Sangue versato a litri, Film dell’ or- 
rore incredibilmente truculenti, prodotticon 
fondi irrisoric rigurgitanti maniaci che strap- 
pavano lingue da bocche sensuali e segava- 
no gambe ben tornite. Lacreazione pit nota 
uscita dalle mani dell'affiatato duo residen- 
tea Chicago @ il tristemente famoso Blood 
Feast (1963), un’opera raccapricciante che 
congestiond centinaia di drive-in e di cine- 
ma specializzati nel genere. La cui visione 
scandalizzd, disgust} e impressiond gli 
spettatori meno suscettibili, e cambid per 
sempre il volto della spettacolarizzazione 
dell’orrore. Nessun film aveva mai propo- 
sto una cameficina totalmente nauseante ¢ 
incontrollata nelle proporzioni raggiunte da 
Blood Feast. 

Nel recensire Blood Feast il quotidiano 
specialistico Variety fu il pitt magnanimo: 
«Un insulto persino per gli spettatori pia 
dementi e depravati... totalmente privo di 
professionalita... un bidone.,. diun'assurda 
‘ferocia...» 11 Los Angeles Times lo defini 
«un’ onta per I industria del cinema.» Cl 
matelo come volete, ma quello che un uomo 
giudica un cumulo di spazzatura, per un 
altro pud rivelarsi una miniera d’oro: Blood 
Feast ed il susseguente, terrificante 2000 
Maniacs! (1964) resero milioni di dollari. 
La discreta pratica delle attrazioni da barac- 
cone e la profonda conoscenza dei desideri 
inconfessabili della gente da parte di Fried- 
man, unite alla regia e alle temerarie riprese 
di Lewis, contribuirono a centrare in pieno 
il bersaglio. Quale ulteriore garanzia, ag- 


giunsero al cocktail un pizzico di bellezza 
femminile, scriturando la graziosa Connie 
Mason, playmate del numero di Playboy del 
giugno 1963, in qualita di protagonista di 
entrambi i film, 

I repellenti orrori da Grand Guignol che 
Lewise Friedman hannocreato sono adesso 
considerati i prototipi dei vari Venerdi 13, 
Non aprite quella porta ci Nigthmare con 
Freddy Krueger, che negli anni a venire 
avrebbero sconvolto gli schermi dei cinema 
delcircuito primario. Tuttavia, diversamen- 
te da queste pellicole horror sempre pid 
perfezionate —c dai film d’azione ultavio- 
lenti, che gli studi di Hollywood hanno 
cominciato a produrre negli anni ’80 — i 
crudi effetti da macelleria di Blood Feast e 
2000 Maniacs! possiedono una misteriosa 
polenza espressiva che meglio suggerisce i 
reali e devastanti risultati della violenza su 
un essere umano, Quando qualcuno fece 
sapere a Lewis che lui e Friedman erano 
considerati oggetto di approfonditi esami 
da parte dell‘intellettualistico periodico 
francese Les Cahiers du cinéma, rispose 
con arguta saggezza: «E" cid che dicono 
anche del cancro.» 

Ilconnubio professionale si sciolse nel 1965 
col terzo film della loro trilogia del terrore, 
Color Me Blood Red, la storia di un artista 
che usa il sangue delle sue modelle per 
dipingere. H.G. Lewis si sarebbe dissociato 
dai suoimassacri in celluloidenel1973,non 
prima perd di essersi meritatoa pieno titolo 
l’appellativo di “Mago del Sangue colante”, 
con i suoi esempi di cinematografia gron- 
dante liquido rosso. 

Quanto a Friedman, si diresse a Ovest, ¢ a 
Los Angeles riprese a sfomnare una diversa 
serie di prodotti destinati alle platee dei con- 
sueti luoghi di ritrovo. Questo nuovo ciclo 
scaturi dalla simbiosi artistica con Dan 
Sonney, il figlio di Louis Sonney, uno dei 
pionieri del cinema americano d’exploita- 
tion. 1 film di Louis Sonney erano racconti 
morali che puntavano l’attenzione sulle 
conseguenze dell’alcolismo, della tossico- 
dipendenza, del crimine, del vizio © dei 
piaceri senza freni del sesso illecito, In essi, 
laraffigurazione del peccato era comunque 
connessa, alla fine, alla salvezza fisicae alla 
redenzione morale, nel tentativo di soddi- 
sfare sia i cinefili in cerca di sernsazioni 
proibite, sia i benpensanti bacchettoni. 
Mentre Lewis, da parte sua, si immergeva 
sempre pill nel sangue in quel di Chicago, 
Friedman tomo alle componenti primaric 
delle origini: carne femminile di ottima 
qualita, ¢ in grande abbondanza. 

Lo spregiudicato senso dell’ umorismo pro- 
vocatorio che Friedman possiede ¢ che 
aggiungeva ai suoi soggetti era quel qualco- 
sa in pill che rendeva i film dell’Entertain- 
ment Ventures Inc. decisamente diversi dai 
similari esempi di sinema che circolavano 


Sadistic scenes from A Smell of Honey, 2 Swallow of Brine! (1966), The Ribald Tales of 
Robin Hood (1968) and The Adult Version of Jekyll and Hide (1971). 
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Claire Brennan as Jade Cochran, the protagonist of She-Freak (1967) by Byron Mabe. 


in quegli stessi anni. The Defilers (1965), 
The Lustful Turk(1967),Space Thing (1968), 
Brand of Shame (1968), Thar She Blows 
(1969), Starlet (1969), Trader Hornee 
(1970) © The Erotic Adventures of Zorro 
(1972) non hanno mai vinto un Oscar, per 
ragioni ovvie ¢ comprensibilissime, manon 
c’é dubbio che alcuni degli stimati membri 
dell’Accademia Cinematografica siano 
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sgattaiolati furtivamente in un cinemato- 
grafo, di tanto in tanto, per vederli. «La 
finzione sessuale ci dava la possibiliia di 
stuzzicare gli appetiti erotici, suscilare ila- 
ritd nella platea ein noi stessi, e divertirei 
un mondo mentre li stavamo filmando,» ha 
dichiarato Friedman. «Eravamoin grado di 
ingaggiare attrici che accettavano di reci- 
tare nude proprio perché non si faceva del 


‘ 
Brutal eviration in The Adult Version of Jekyll and Hide (1971) by B. Mabe and L. Raymond. 


David F Friedman's 


Cover by Dave Stevens for a SWV video. 


vero sesso. Se lavoravi nei nostri film non 
venivi bollato con i! marchio dell’ infamia, 
come lo sei invece se fai un porno.» Lo 
stesso Friedman ha ricoperto ruoli minori in 
numerosi film di sexploitation, a cui Love 
Camp 7 (1968), realizzato dalla coppia Bob 
Cresse e Robert Lee Frost. 

Friedman fece un ritorno al genere orrorifi- 
cocon She Freak nel 1967, il suo omaggio 
al Freaks di Tod Browning; inolire, la sua 
esperienza nell’universo degli spettacoli 
itineranticonferi al film la giusta atmosfera, 
Nel 1974 Friedman produsse il famigerato 
Ilsa, She-Wolf of the SS, con la statuaria 
attrice Dyanne Thorne nel ruolo della si- 
gnoradi tutte le manifestazioni della malva- 
gita e della dissolutezza umana, una figura 
liberamente ispirata ad una vera guardiana 
diuncampo di prigionia tedesco, Ilse Koch. 
Se Blood Feast fu condannato alla danna- 
zione etema dai critici e dalla Legione Cat- 
tolica per la Decenza, Ilsa venne messo 
all’indice senza riserve per il cattivo gusto 
dimostrato nella scelta del soggetto e della 
protagonista, un’avvenente nazista ipertet- 
toruta dal temperamento cinicamente sadi- 
co, Per sopravvenute complicazioni post- 
Pproduttive sorte tra Friedman ¢ i finanziato- 
ricanadesi, il Nostro si dissocid dall’ opera- 
zione; pur tuttavia, il suo pseudonimo, 
Herman Traeger, figura nei crediti del film. 
Senza il coinvolgimento di Friedman, la 
‘Thorne sarebbe apparsa di li a poco in due 
pellicole su Ilsa di ancor maggior sucesso, 
che hanno fatto di lei una diva di culto. 


Purtroppo, un’autentica calamitacolpi Fried- 
man e isuoi colleghi, nella forma del cine- 
ma pornografico. Via via che gli anni ’70 
passavano, I’ammaliante canto della provo- 
cazione moderata, della nudita e del titilla- 
mento offerti dai loro film erano sempre 
meno capaci di attirare un numero remune- 
rativo di spetiatori, Friedman decise al- 
T’improvviso di concedersi una pausa nella 
carriera di produttore e scrittore cinemato- 
grafico. «Sono un uomo di spettacolo, e 
quando il vecchio carrozzone recita, siamo 
imaestri dell’ intrattenimento provocante. 
Vi diciamo che questa settimana non ci sara 
nessuna esibizione. Le recite riprenderan- 
no la prossima. Ci piace lasciare un po! di 
margine all’ immaginazione.» Riguardo al- 
Vhard core, Friedman sentiva istintivamen- 
te che sarebbe stato una “brutta maniera di 
far soldi” attraversamento del confine che 
separa la fantasia dalla realta, ma era il 
pubblico pagante a decreiareil mercato, clo 
sapeva bene. «E’ cosiripetitivo, cost ineso- 
rabilmente monotono dopo i primi cinque 
minuti,s ecco la sensazione di fondo che 
comunica a Friedman il prodotto medio del 
porno esplicito, Ne ha finanziati una man- 
ciata, tra cui Seven Into Snowie (1977), 
Chorus Call (1978), Matinee Idol (1984) e 
Blonde Heat (1986), ma non I'ha fatto col 
cuore, Questionedi imeressepersonale,non 
certo di moralismo, poiché la censura in 
qualsiasi forma & fuori discussione in un 
uomo come Friedman. La stagione del cine- 
ma peccaminoso “misurato” era volata via 
come Ie foglie nel vento, Era tempo di 
levare il tendone, Quello era stato l'ultimo 
spettacolo, ¢ i circensi se ne andavano. 

Fare del cinema indipendente &sempre una 
scommessa. Friedman c’é riuscito perché 


Mr. Hide (Jack Buddliner) and his sexual perversions in The Adult Version of Jekyll & Hide. 


lui e Dan Sonney deteneyano il controllo 
della proprieti e della distribuzionedei propri 
film, ed erano in grado di verificare i conti 
degli incassi ai botteghini. Tuttavia, nel 
corso degli anni, Friedman ha speso ingenti 
quantita di denaro per contrastare le forze 


dellacensuranelleaule ditribunale. Cosi fa- 
cendo, ha lastricato la strada per le relative 
libert& consentite agli odierni creatori del 
cinema. Ne passata di acqua sotto i ponti, 
da quando i Cavalieri di Colombo ridussero 
in cenere lo schermo per impedire la proie- 


A Medioeval rape in The Ribald Tales of Robin Hood (1968) by Richard Kanter. 
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Siegiried's lovers: scene from The Terrible Swift Sword of Siegfried (1971). 
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zione di un film di Friedman a Mandan, nel 
Sud Dakota, da quando copie di Thar She 
Blows e Starlet furono sequestrate dalla 
polizia di Stato, durante una retata in sei 
ae -in dell’ Alabama, il 9 luglio del 1969, 
su ordine del governatore Albert Brewer. 
Una volta conclusa Ia programmazione nei 
cinema al coperto e nei drive-in, 8ovvio che 
i suoi film sono improponibili per la televi- 
sione, anche se Blood Feast e The Erotic 
Adventures of Zorro sono stati trasmessi via 
cavo. Tutti i film di Friedman sono adesso 
finalmente disponibili in videocassetta pres- 
so Something Weird Video, una dittamessa 
in piedi dall’archivista cinematografico 
Mike Vraney. Le vendite di questi video 
‘sono estremamente buone, ¢ la casa di pro- 
duzione ha ottenutoapprezzamenti da parte 
dei mezzi di comunicazione per i suoi sforzi 
nello scovare film di exploitation conside- 
rati perduti, come i classici del burlesque 
Varieiease (1954) ¢ Teaserama (1955) del 
leggendario Irving "The Pin-up King" Klaw. 
Una nuova generazione di cinefili si & ap- 
Passionata al sexploitation dopo aver visto 
veechie produzioni di Friedman, quali A 
Smell of Honey, a Swallow of Brine (1966) 
e The Adult Version of Jekyll and Hide 
(1971). Non é il sentimentalismo nostalgi- 
co, bensi la scte di scoperta a sospingere 
questo revival. Un fenomeno che ha per- 
messoa Friedman di partecipare come invi- 
tato speciale alle mostre del cinema e dei 
video, ¢ a intervenire quale ospite d’onore 
alle retrospettive in giro per I’America, Il 
suo stile erudito € le sue maniere educate 
dannoalle sue partecipazioni un brio pari al 
vigore che riesce a infondere in lui la folla 
strabocchevole da tutto esaurito. «Sono 
tutiora sbalordito, e chiaramente gratifica- 
to, dal fatto che tantissime persone della 
presente generazione abbiano “scoperto” 
lexploitation,» dichiara lusingato. 

Al fine di documentare la storia del cinema 
di exploitation, e dei suoi creatori, Fried- 
man collabora con gli archivisti cinemato- 
grafici dell’UCLA ¢ con il giovane Arthur 
Knight, titolare della cattedra di cinema ed 
eminente storico della Settima Arte. Cosi 
facendo, hanno salvato dall’oblio un patri- 
monio filmico particolarissimo. 

Friedman ha relazionato con minuzia i pri- 
mi anni della sua carriera, fino al 1964, nel- 
lautobiografia, pubblicata nel 1990 eormai 
divenuta un “classico”, A Youth in Babylon: 
Confessions of a Trash Film King. Reso- 
conto dettagliato quanto franco delle peri- 
pezie e delle tribolazioni di un uomo di 
spettacolo, il libro tratta anche di alcuni 
degli strepitosi, infaticabili artisti itineranti 
del cinema, a lungo dimenticati, che hanno 
lavorato € vissuto contando solo su di sé, 
Dato il successo di A Youth in Babylon, 
Friedman sta adesso completando la secon- 
da parte delle sue memorie, Kings of Baby- 


lon. Il secondo volume prende il via da dove 
si era arrestato il primo, ¢ si sofferma con 
taglio cronachistico sul circo bizzarro del 
di exploitation degli anni *60 e’70, 
irettori del carrozzone”, come pure 
sul sorgere del cinema erotico hard. 


avid F, Friedman, ak.a. "The Sul- 

tan of Sleaze", "Prince of Derma- 

pix" and "Mighty Monarch of 
Exploitation", is the overlord of the genre 
we call... trash films. Born Christmas Eve, 
1923 in Birmingham, Alabama, Fricdman 
first entered exploitation cinema under the 
guidance of the amazing Howard W. "Kro- 
ger" Babb, "Mr. Show Business!", in 1957. 
Babb, the supreme lord of all of the road 
show exploitation movie men, presented 
films like Mom and Dad (1947), the classic 
"pirth-of-a-baby” movie, in rented theaters 
and as tent shows, throughout rural and 
urban America. Babb's own extraordinary 
career isthe stuff of showmen's legend. Itis 
estimated that Mom and Dad alone grossed 
over fifty million dollars in the U.S. during 
twenty years of continuous play. That didn't 
count the sale of the thousands of sex educa- 
tion books that paid actresses wearing star- 
ched nurse uniforms peddled to the house 
after a rousing lecture by the renowned 
hygiene educator "Eliot Forbes", usually an 
experienced carnival "talker" with the po- 
lished vocabulary of ascholar and the giftof 
salesmanship. Friedman himself portrayed 
Forbes orhiscolleagues, "Alexander Leeds" 
and "Curtis Hayes", many times between 
screenings of Mom and Dad. 
The blood of P.T. Barnum and Kroger Babb 
flows through David F. Friedman's veins, 
an amalgam of pink sawdust and raw film 
stock. He is an expert on the history of the 
American circus and the carnival, a love he 
inherited from his father, a newsman and 
carnival owner. A Mason and a longtime 
member of the Showmen's League of 
America (the esteemed society of carnival 
and outdoor show owners and operators), 
Friedman continues to work in the carnival 
business to this day. 
After military service in WW2, Friedman 
became a publicist for Paramount Studios. 
His most notable work for Paramount was 
in coordinating the advertising campaign 
for Cecil B. DeMille's Oscar-winning cir- 
cus sensation of 1952, The Greatest Show 
on Earth. He then left the relative comfort 
and security of life at Paramount for the 
ceaseless yet rewarding grind of the exploi- 
tation picture business, learning it all from 
his mentor Babb. 
Aman'sbackground determineshisdestiny 
so fate decreed that a university professor 
turned filmmaker named Herschell Gordon 
Lewis would step intohislife. They became 


Still from The Ribald Tales of Robin Hood (1968) by Richard Kanter. 
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Beautiful naked squaw in the erotic western The Ramrodder(1969) by Ed Forsythe. 
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partners, and made their first feature film, 
The Prime Time (1960), a moody drama 
about beatniks and models that co-starred a 
young Karen Black. Living Venus (1960), a 
tale of a men’s magazine publisher, soon 
followed, Both pictures didn't set the world 
on fire so Lewis and Friedman started fil- 
ming nudie-cuties, the descendants of the 
striptease films that were run in burlesque 
theatres between live performances. These 
were shot in Florida and Indiana nudist co- 
lonies, with typically teasing titles like The 
Adventures of Lucky Pierre (1961), Natu- 
re's Playmates (1962) and Bell, Bare and 
Beautiful (1963), starring Virginia Bell, a 
stripper with a 48" bustline. The formula: 
naked, pretty girls, a sex-crazed wretch who. 
spied on them, sun, volleyball and archery, 
and a thin plot, evena social statement now 
and then, that gave the brain cells of the 
audience something to digest while their 
eyeballs overloaded. The star of most of 
them was AllisonLouise Downea.k.a. Vicky 
Miles, a beautiful brunette who later beca- 
mean important and fully-dressed member 
of their production team. 

By 1963, Lewis and Friedman were in search 
of something different. Theskin shows were 
getting too competitive. Scores of nudie- 
cuties were being produced in the early 
Sixties and they all followed the same rou- 
tine, And then Lewisand Friedman hitonit: 
gore! Bloody gore. Incredibly graphic hor- 
ror films made on below-low budgets, fea- 
turing maniacs who pulled tongues out of 
sexy mouths and sawed off shapely legs. 
The Chicago-based team's mostwell-known 
epic was the notorious Blood Feast (1963), 
a ghastly picture that jammed them into 
hundreds of drive-ins and movie grindhou- 
ses. It shocked, sickened and horrified the 
toughest audiences and foreverchanged the 
face of the horror show. With Blood Feast, 
Lewis and Friedman caught the censors 
with their pants down, a position most cen- 
sors seem to spend the majority of their time 
in. No film had ever depicted such totally 
disgusting, unrestrained butchery as Blood 
Feast. 

In reviews of Blood Feast, the trade new- 
spaper Variety was the mostcourteous: «An 
insult to even the most puerile and salacious 
audiences... totally unprofessional... a fia- 
sco... incredibly crude...» The Los Angeles 
Times called it «a blot on the film industry.» 
Be thatas itmay, oneman's trashcan isoften 
another man's treasure chest: Blood Feast 
and its terrific follow-up, 2000 Maniacs! 
(1964), made millions. Friedman's carnival 
midway background and deep knowledge 
of any audience's guilty pleasures plus Lewis’ 
direction and unflinching camera work had 
hit target zero full blast, For extra insurance, 
they added feminine pulchritude, casting 
the lovely June 1963 Playboy playmate, 


Connie Mason, as the lead actress in both. 
The repulsive Grand Guignol horrors Lewis 
and Friedman created are now acknowled- 
ged as the prototypes for all of the Friday 
the 13th, The Texas Chainsaw Massacre 
and Freddy Krueger films thatripped up the 
mainstream screens years later. However, 
unlike those increasingly slick films, and 
the super violent action pictures the Holly- 
wood studios began to produce in the Bigh- 
ties, the crude, butcher shop effects inBlood 
Feast and Two Thousand Maniacs! had a 
weird force that somehow conveyed the 
tuly awful results of violence upon a hu- 
man being. When told he and Friedman 
were considered subjects for further research 
by the scholarly French film journal, Les 
Cahiers du Cinema, Lewis, ever the sage, 
knowingly said, «That's what they say about 
cancer.» 

The partnership folded in 1965 with the 
third film in their trilogy of terror, Color Me 
BloodRed, the story of an artist who usesthe 
blood of his female models as paint. H.G. 
Lewis would wash his hands of screen car- 
nage in 1973, but not before earning the 
name "The Wizard of Gore" with his bloody 
screamers, 

As for Friedman, he headed west to Los 
Angeles to continue on with a new line of 
drive-in and grindhouse movies. His part- 
ner in those pictures was Dan Sonney, the 
son of Louis Sonney, a pioneer of early 
American exploitation films. 

Louis Sonney's pictures were morality 
movie-tales that depicted the consequences 
of alcoholism, drug addiction, crime, vice 
and the unrestricted pleasures of illicit car- 
nality, In these, sin was coated with salva- 
tion and redemption in an attempt to satisfy 
both thrill seeking audiences and blue-no- 
sed moralists. 

While Lewis delved deeper into gore onhis 
own in Chicago, Friedman returned to the 
essentials: fine female flesh, and lots of it. 
The audacious sense of lampoonish humour 
Friedman possesses and added to his scripts 
was the extra ingredient that made their En- 
tertainment Ventures Inc. movies signifi- 
cantly different from similar forms of sine- 
ma that spewed out of those years. The 
Defilers (1965), The Lustful Turk (1967), 
Space Thing (1968),Brandof Shame (1968), 
Thar She Blows (1969), Starlet (1969), 
Trader Hornee (1970), and The Erotic 
Adventures of Zorro (1972) never won any 
awards from the Academy of Motion Pictu- 
re Arts and Sciences and for excellent rea- 
sons, but there is no doubt that some of its 
esteemed members furtively snuck into a 
theatre occasionally to watch them, «The 
Soft stuff gave us a chance to titillate, have 
afew laughs on the audience and ourselves, 
and have fun while we were making them,» 
said Friedman, «We were able to hire ac- 


Lesbian lovers: The Fabulous Bastard from Chicago (1969) by Steve Roy, The Adult Version 
of Jekyll and Hide (1971) by B. Mabe & L. Raymond, and Starlet (1969) by Richard Kanter. 
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Love scenes: Space Thing (1968) by Byron Mabe and Dave Friedman, Starlet (1969) by 
Richard Kanter, and The Lustful Turk (1967) by Byron Mabe. 
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tresses who agreed to perform nude as long 
as real sex was not involved, There wasn't 
the stigma of working in our pictures, as 
there is in making a porno.» Fricdman also 
performed in small roles in many exploita- 
tion films, including Love Camp 7 (1968) 
made by Bob Cresse and Robert Lee Frost. 
Friedman returned to horror with She Freak 
in 1967. It was his dedication to Tod Brow- 
ning’s Freaks and his expertise in the cami- 
val business gave the film the proper atmos- 
phere. In 1973 Friedman produced the uly 
infamous Ilsa, She-Wolf of the SS with the 
statuesque actress Dyanne Thorne as the 
mistress of all human evil and depravity, 
loosely based upon a real German prison 
camp warden, Ilse Koch. If Blood Feast was 
condemned to eternal damnation by critics 
and the Catholic Legion of Decency, Ilsa 
was completely denounced for its unsavory 
subject matter and its lead character, a beau- 
tiful, large-breasted Nazi with a cooly sadi- 
stic temperament. Due to post-production 
complications with its Canadian backers, 
Friedman bowed out, although his pseudo- 
nym, Herman Traeger, remains in the film's 
credits. Without Friedman's involvement, 
Dyanne Thorne would go on to appear in 
two more successful pictures, which made 
her a cult star. 

True disaster struck for Friedman and his 
colleagues in the form of the hard core sex 
film. The siren song of soft tease, nudity and 
titillation that their sexploitation films offe- 
red no longerattracteda profitable audience 
as the Seventies progressed, prompting 
Friedman to eventually call his producing 
and screenwriting career a wrap. «/’m a 
showman, and like the old circus acts, we're 
masters of the tease. We tell youit won't be 
shown this week, It will be shown next week, 
We like to leave a little bit to the imagina- 
tion.» As for hard core, Friedman inwardly 
felt it was "bad showbiz” to cross the line 
that separates fantasy from reality, but it 
was the paying public that made the market 
and he knewit. «Sorigid, so unrelenting, so 
boring after thefirst five minutes.» is Fried- 
man’s basic feeling about standard hard core 
pornography. He did finance a few, like 
Seven Into Snowie (1977), Chorus Call 
(1978), Matinee Idol (1984) and Blonde 
Heat (1986), but his heart wasn't in it, It was 
a matter of professional interest, not perso- 
nal morality, since censorship in any form is 
out of the question to 4 man like Friedman 

The season for mild sinema had passed like 
leaves in the wind. It was time to take down 
the tent. The last show had played and the 
circus train was leaving. 

Independent movie making is always a 
gamble, Friedman succeeded because he 
and Dan Sonney controlled the ownership 
and distribution of their films and were ina 
position tocheck the accounting methods of 


Fabulous Bastard from Chicago (1969). 


the exhibitors. But throughout the years, 
Friedman spent a great deal of money bat- 
tling the forces of censorship in the courts. 
Indoing so, he paved the way forthe relative 
freedoms today's filmmakers are able to 
exercise. It is a far cry from the time when 
the Knights of Columbus burned the screen. 
to the ground to prevent the showing of a 
Friedman film in Mandan, South Dakota, or 
when prints of Thar She Blows and Starlet 
were seized by state police during a raid on 
six Alabama drive-ins on July 9, 1969 by 
order of Governor Albert Brewer. 

Once his pictures had had their run in the 
theatres and driye-ins, a television deal for 
them was unlikely, although Blood Feast 
and The Erotic Adventures of Zorro have 
been broadcast on cable. All of Friedman's 
films have now finally been released to 
home video by Something Weird Video, a 
company created by film archivist Mike 
Vrancy. These videos sell extremely well 
and the Something Weird company draws 
very good media attention for its efforts in 
locating exploitation films thought lost, such 
asthe classicsof burlesque Varietease(1954) 
and Teaserama (1955) by the legendary 
Irving “The Pin-up King" Klaw. 

A new generation of film buffs have beco- 
me sexploitation fans after viewing his past 
grindhouse draws like A Smell of Honey, a 
Swallow of Brine! (1966) and The Adult 
Version of Jekyll and Hide (1971). Itis not 
nostalgic sentiment, but desire for discovey 
that propels this revival. It's led Friedman to 
make guest appearances at movieand video 
conventions and to host revival screenings 
across America. His erudite style and his 
personable manner energizes these affairs 
as thoroughly as the capacity crowds invi- 
gorate him. «/’m constantly amazed, and 


Dave Friedman acting in The Pick-up (1968), directed by Robert Lee Frost. 


certainly gratified that so many of the cur- 
rent generation have "discovered" exploi- 
tation,» said Friedman. 

Indocumenting the history of the American 
exploitation film and its creators, Friedman 
worked with UCLA film archivists, and 
with the late Arthur Knight, U.S.C. profes- 
sor of cinema and preeminent film histo- 
rian, In doing so, they saved many a movie 
oddity from becoming a forgotten memory. 
Friedman deiailed the early years of his 
career up to 1964 in his now-classic 1990 
autobiography, A Youth in Babylon; Con- 
fessions of a Trash Film King. A deiailed, 
candid account of a showman's trials and 


tribulations, A Youth in Babylonalso tells of 
some of those wild, wild movie roadshow 
artists, long forgotten, who worked andlived 
by the seat of their pants. Friedman wrote 
the book after leaving Los Angeles with his 
wife Carol to return to his hometown of 
Anniston, Alabama. 

With A Youth in Babylon a success, Fried- 
man is now completing the second part of 
his memoirs, Kings ofBabylon. This second 
book resumes where the first volume ended 
and chronicles in full the bizarre circus of 
Sixties and Seventies exploitation filmma- 
king and itsringmastersas well as the rise of 
the hard core sex film. 


Still from the adult color western Brand of Shame (1968) by Byron Mabe. 
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Blonde Marsha Jordan in a Sapphic situation from Brand of Shame (1968) by Byron Mabe, 


avid F. Friedman, défini le “Sultan 
D du Dégoit”, le “Prince du Derma- 

photogramme” ct le “Souverain 
Supréme de l'Exploitation”, est le seigneur 
incontesté de ce qui est appelé... trash film. 
Né la veille de Noél 1923 a Birmingham, 
Alabama, Friedman initia en 1957 dans le 
milicu de la cinématographie d’ exploitation 
sous la direction de!’ incomparable Howard 
W. “Kroger” Babb, “Monsicur Industrie du 
Spectacle”, souverain absolu de tout le 
peuple du cinéma d’ exploitation errant. De 
cette facon, Babb a présenté, dans toutes les 


villes de I’ Amérique rurale et urbanisée, le 
film Mom and Dad (1947), le tes célébre 
document filmé sur la naissance d'un en- 
fant, utilisant des cinémas en location ou un 
simple chapiteau. L’extraordinaire carriére 
de Babb est I’essence de Ia légende des 
hommesde spectacle. On calcule que seule- 
ment Mom and Dad a encaissé plus de 
cinquante millions de dollars aux Etats- 
Unis, en vingt ans de programmation inin- 
terrompuc. Sans compter les bénéfices de la 
vente de milliers de manuels d’éducation 
sexuelle, effectuée porte a porte par des 


Perverted Stacey Walker and Sharon Carr in A Smell of Honey, a Swallow of Brine! (1986), 
directed by Byron Mabe, and written and produced by David F. Friadman. 
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The Erotic Adventures of Zorro (1972). 


actrices payées pour endosser un uniforme 
d'infirmitre, aprés avoir été sommairement 
endoctrinées par le “ues célébre” profes- 
seur “Eliot Forbes”, habituellement un bo- 
nimenteur expert avec le vocabulaire raffi- 
néd’un lauréat et le talent d’un habilerepré- 
sentant. Friedman lui-méme joua plusieurs 
fois le réle de Forbes ou un de ses illustres 
collégues, “Alexander Leeds” et “Curtis 
Hayes”, entre une projection et l’autre de 
Mom and Dad. 

Dans les veines de David F. Friedmancircu- 
le le sang de Kroger Babb mais aussi celui 
deP.T. Barnum, un mélange de sciure rose 
et de celluloide a1'état brut. C’estun expert 
de histoire du cirque américain et dela féte 
foraine, une passion qui lui vient de son 
pére, un gueulard, propriétaire d’un parc 
d’attractions. Franc-masson et membre de 
longue date de la Ligue Américaine des 
Hommes de spectacle (la fameuse associa- 
tion des propriétaires et des impresarios de 
spectacles errants ou en plein air), Friedman 
continue encore aujourd'hui a travailler dans 
Te secteur, 

Achevant son service militaire pendant la 
deuxiéme guerre mondiale, Friedman de- 
vint un publicitaire pour la Paramount, Sa 
Uiche la plus remarquable pourcette maison 
fut la coordination de la campagne publici- 
laire pour Sous le plus grand chapiteau du 
monde de Cecil B, De Mille, la fresque du 
cirque remportant l'Oscar en 1952. Mais 
plus tard, Friedman abandonna la routine 
monotone et la relative sécurité économi- 
que aux dépendances de la Paramount pour 
devenir producteur cinématographique 
d' exploitation, un méticr ues fatigant mais 
gratifiant, prouvant avoir appris a la perfec- 


tion la legon de vie de Babb, son mentor. 
S’il est vrai que les connaissances person- 
nelles déterminent notre destin, il est égale- 
ment vrai quele sortlui permit de rencontuer 
un professeur d’université, devenu depuis 
peu un cingaste, au nom de Herschell Gor- 
don Lewis. Aussit6tassociés, ils réalisérent 
leur premier film, The Prime Time (1960), 
un drame éclatant sur les beatniks et les 
modéles od apparait une jeune Karen Black. 
Suivi immédiatement de Living Venus 
(1960), l'histoire d'un éditeur de revues 
sexy. On pourrait dire que les deux cuvr: 
n*eurent pas un accueil enthousiaste et ain: 
Lewis et Friedman se mirent 4 filmer des 
nudie-cuties, les descendants naturels des 
films de strip-tease, qui étaient programmés 
dans les théatres du burlesque entre deux 
spectaclesen direct, Tournés dans les camps 
de nudistes de la Floride et de I’ Indiana, les 
films naturistes du couple Friedman-Lewis 
portent des titres typiquement allusifs 
comme The Adventures of Lucky Pierre 
(1961), Nature’ s Palymates (1962) et Bell, 
Bare and Beautifiul (1963); la protagoniste 
de ce dernier fut Virginia Bell, une strip- 
teaseuse dotée d’un tour de poitrine de plus 
de 120 cm. Les ingrédients étaient: de sé- 
duisantes fillesnucs,un ignoble personage 
excité aux aguets, le soleil, volley-ball et tir 
4 are et une histoire inexistante avec, de 
temps en temps, quelques considérations 
sociales afin de stimuler un peu l’activité 
cérébrale des spectateurs, soumis seulement 
A une fatigue excessive des yeux. La star de 
laplupartde ces pellicules fut Allison Louise 
Downe, connuc aussi sous le pscudonyme 
de Vicky Miles, une charmante petite brune 
quidevintparla suite unmembre important, 
et vétu de la téte aux pieds, de l’équipe 
créative de Friedman-Lewis, 

A partir de 1963, ils se mirent tous les deux 
a larecherche de quelque chose de complé- 
tement différent, La concurrence des exhi- 
bitions de peaux nues en direct Gait deve- 
nue plus acharnée, Pléthores de nudie-cu- 
ties étaient produites sans interruption pen- 
dant les premitres années Soixante avec 
une monotonie exténuante de scénarios. Et 
alors, Lewis et Friedman changérent de ré- 
pertoire: le sang! Du sang en abondance. 
Films d’horreur incroyablement truculents, 
produits avec peu d'argent et pleins de 
maniaques qui arrachaicnt la langue des 
bouches sensuelles et sciaient des jambes 
bien galbées. La création la plus fameuse 
congue par le duo trés uni habitant & Chica- 
goestle film tristement célébre Blood Feast 
(1963), une cuvre effrayante qui embou- 
teilla des centaines de drive-ins et des ciné- 
mas spécialisés dans le genre. La vision 
scandalisa, dégodta et impressionna les 
spectateurs les moins susceptibles et chan- 
gea pour toujours la physionomie des spec- 
tacles del’horreur. Aucun film n’avait jamais 
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French press ad for Ilsa, She-Wolf of SS. 


proposé un carnage si écceurant dans les 
Proportions rejointes par Blood Feast. 

En faisant la recension de Blood Feast, le 
quotidien spécialisé Variety fut le plus 
magnanime: «C'est une insulie méme pour 
les spectateurs les plus déments et les plus 
dépravés... privé totalement de profession- 
nalisme... un navet... d une férocité absur- 
de.» Le Los Angeles Times le définit «une 
honte pour l'industrie du cinéma.» 
Appelez-le comme vous voulez, mais ce 
qu'un homme considére un tas d’ordures, 
pour un autre ce peut ¢tre une minitre d’or: 
Blood Feast et le successif, terrifiant 2000 
Maniacs! (1964) encaissérent des millions 
de dollars, 

Labonne notion desattractions de forains et 
la profonde connaissance des désirs incon- 
fessés des gens de la partde Friedman, unies 
Ala mise en scéne etaux prises de vue osées 
de Lewis, contribuérent a rejoindre pleine- 
ment!l'objectif. Comme ultérieure garantie, 
ils ajoutérent au cocktail un brin de beauté 
féminine en engageant la gracicuse Connie 
Mason, playmate de Playboy de juin 1963, 
en qualité de protagoniste des deux films. 
Les horreurs repoussantes du Grand-Gui- 
gnol que Lewis et Friedman ont créées, sont 
considérées maintenant les prototypes des 
divers Friday the 13th, Le Massacre @ la 
‘ronconneuseet la série des Nightmare avec 
Freddy Krueger, quidans les années & venir 
auraient bouleversé les écrans du circuit des 
premiéres, Toutefois, contrairement a ces 
pellicules d'horreur toujours plus perfec- 
tionnées — et aux films d'action ultravio- 
lents que les studios d’Hollywood ont 
commencé 8 produire pendant les années 
Quatre-vingt — les effets brutaux et san- 
David Friedman and two bondage girls acting in The Erotic Adventures of Zorro (1972). glants de Blood Feast posstdent une puis- 
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sance expressive mystérieuse qui évoque le 
micux les résultats réels et dévastants de la 
violence sur un étre humain. Lorsque quel- 
qu’un raconia & Lewis que lui et Friedman 
étaicnt objets d’examens approfondis de la 
part de la revue intellectualiste Les Cahiers 
du cinéma, il répondit avec une sagesse 
subtile: «C'est ce qu'ils disent aussi du 
cancer.» 

L’entente professionnelle fut rompue en 
1965 avec le troisiéme film de leur trilogie 
dela terreur, Color Me Blood Red,| i 
d'un artiste qui utilise le sang de ses mode- 
les pour peindre, H.G. Lewis se seraitséparé 
de ses massacres en celluloide en 1973, 
mais pas avant d’avoir mérité & juste titre 
I'appelatif de “le Magicien du Sang Cou- 
lant”, avec ses exemples de cinématogra- 
phie dégoulinant de liquide rouge. 

Quanta Friedman, il sedirigea vers l'Ouest, 
eta Los Angelesil se remita faire une autre 
séric de produits destinés au public des 
habituels lieux de rencontre. Ce nouveau 
cycle naquit de la symbiose artistique avec 
Dan Sonney, le fils de Louis Sonney, un des 
précurseurs du cinéma d’exploitation. Les 
films de Louis Sonney étaient des récits 
moraux qui orientaient |’attention sur les 
conséquences de 1’ alcoolisme, dela drogue, 
ducrime, du vice et des plaisirs sans limites 
dusexc illicite. En ceux-ci la représentation 
du péché était de toute fagon lige, & la fin, & 
la sauvegarde physique et la rédemption 
morale, dans le but de satisfaire soit les 
cinéphiles a la recherche de sensations in- 
terdites, soit les bien-pensants bigots. 
Alors que Lewis de son cété s’imergeait 
toujours plus dans le sang a Chicago, Fried- 
man revint aux éléments primaires des ori- 


Love in the river: still from The Ramrodder (1969) by Ed Forsythe. 


gines: chair feminine d’excellente qualité et 
en abondance. 

Le sens dévergondé de ’humorisme provo- 
cateur que Friedman posséde et qu’il ajou- 
tait a ses sujets, était ce quelque chose en 
plus qui rendait les films del’ Entertainment 
Ventures Inc. décidément divers des autres 
exemples de sinema circulant en ces mémes 
années. The Defilers (1965), The Lusiful 
Turk (1967), Space Thing (1968), Brand of 
Shame (1968), Thar She Blows (1969), Star- 
let (1969), Trader Hornee (1970) et The 
Erotic Adventures of Zorro (1972) n’ont 


jamais gagné un Oscar pour des raisons 
€videntes et us compréhensibles, mais il 
n’y a aucun doute que quelques uns des 
membres estimés de I’ Académie Cinémato- 
graphique se yoient introduits furtivement 
dans uncinéma, de tempsen temps, pour les 
voir. «La fiction sexuelle nous donnait la 
possibilité d' exciter les appétits érotiques, 
de susciter hilarité dans le public etennous- 
mémes et de nous amuser énormément 
pendani le tournage,» a déclaré Friedman, 
«Nous étions capables d' engager des actri- 
ces qui acceptaient de jouer nues justement 


A procacious blonde sucking on the black masked avenger «in the first movie rated Z», 
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Chained naked Maid Marian (Dee Lockwood) in The Ribald Tales of Robin Hood (1968)... 


parce qu'on ne faisait pas du véritable sexe. 
Travaillant dans nos films, tun’ avaispas la 
marque de l'infamie comme si tu tournais 
des pornos.» Friedman lui-méme a inter- 
prété des réles mineurs dans de nombreux 
films de sexploitation parmi lesquels Love 
Camp 7 (1968), réalisé par le couple Bob 
Cresse et Robert Lee Frost, 

Friedman fit une réapparition dans le genre 
de P’horreur avec She-Freak en 1967, son 
hommage a Freaks de Tod Browning: en 
Outre, son expérience dans le monde des 
spectacles itinérants donna au film 1a juste 
atmoshpére. 

En 1974, Friedman produisit le fameux /isa, 
Ia louve des SS, avec Dyanne Thorne, une 
actrice a la beauté sculpturale, dans le role 
de la femme ayant toutes les manifestations 
de la méchanceté et de la dissolution humai- 
ne, un personnage librement inspiré a une 
vraic gardienne de camp de concentration 
allemand, Ise Koch, Si Blood Feast fut 
condamné & la damnation éternelle par les 
critiques et par la Légion Catholique pour la 
Décence, Iisa futmiseal’'index sans réserve 
a cause du mauvais goiit dans le choix du 
Sujet et de la protagoniste, une séduisante 
nazic ala poitrine opulente et au tempérem- 
ment cyniquement sadique. A la suite de 
complications post productives survenue 
entre Friedman et les financiers canadiens, 
il se sépara de opération; méme si toute- 
fois son pseudonyme Herman Traeger, 
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gure dans les titres du film. Sans l’appui de 
Friedman, Dyanne Thorne serait apparue, 
peude temps aprés, dans deux pellicules sur 
lisa, oblenantun succés encore plus grand la 
consacrant une star. 

Malheurcusement, le cinéma pornographi- 
que se révéla une authentique catastrophe 
pour Friedman et ses collégues. Au fur eta 
mesure que les années Soixante-dix pas- 
saient, le chant ensorcelant de la provoca- 
tion modérée, de la nudité et de la titillation 
offertes par leur films, attiraientde moins en 
moins de spectateurs et Friedman décida a 
Vimprovisted'interrompre momentanément 
sa carriére de producteur et d’écrivain ciné- 
matographique. «Je suisun homme de spec- 
tacle et lorsque le bon vieux cirque se pro- 
duit, nous sommes les maitres de la repré- 
sentation provocante. Nous vous informons 
que cette semaine il n'y auraaucune exhibi- 
tion, Les séances reprendront la suivante. 
Nous aimons laisser un peude répital'ima- 
gination.» En ce qui coneerne I’hard core, 
Friedman pressentait que le passage des 
limites qui séparent la fantaisie de la réalité, 
aurait 616 une “mauvaise maniére de faire 
des sous”, mais c’était le public payant qui 
déterminait le marchéetil le savait tres bien, 
«ll est si répétitif, si inexorablement mono- 
tone apres les cing premiéres minutes,» 
yoici la sensation de fond que le produit 
moyen du porno explicite communique & 
Friedman. Il en a financé quelques uns par- 


and her torturer Milady. 


mi lesquels Seven Into Snowie (1977), 
Chorus Call (1978), Matinee Idol (1984) et 
Blonde Heat (1986), maisil ne1’a pas fait de 
bon coeur. Question d’intérétpersonnel,cer- 
tainement pas de moralisme car la censure 
Sous loutes ses formes est hors dediscussion 
pour un homme comme Friedman, La sai- 
son du cinéma du péché “dosé” s’est envo- 
Iée comme les feuilles dans le vent. C’était 
le moment de lever le camp. Cela avait été 
lademitre séance et les gens du cirque s’en 
allaient, 

Faire du cinéma indépendant est toujours 
problématique. Friedman y arriva car lui et 
Dan Sonncy ayaient Ie contréle de la pro- 
priété et de la distribution des propres films 
et étaient en mesure de vérifier les comptes 
des recettes. Toutefois, au cours des années, 
Friedman a dépensé des quantités considé- 
rables d’argent pour combattre les forces de 
lacensure dans lessalles du tribunal. De ce 
fait, il a préparé le chemin pour les relatives 
libertés consenties aux créateurs de cinéma 
de nos jours. Il en est passé de I’cau sous les 
ponts depuis que les Chevaliers de Colomb 
réduisirent en cendres I’écran pour empé- 
cher la projection d’un film de Friedman & 
Mandan dans le Dakota du Sud, ou lorsque 
denombreux exemplaires de Thar She Blows 
et Starlet furent séquestrés par la police 
pendant la rafle dans six drive-ins de l'Ala- 
bama, le9 juillet 1969, surl’ordre du gover- 
neur Albert Brewer. 


Dyanne Thome as i/sa, She-Wolf of SS (1974) by Don Edmonds. 


Laprogrammation dans lescinémas en plein 
air et dans les drive-ins terminée, il est 
évident que ses films ne peuvent pas passer 
4 la télévision, méme si Blood Feast et The 
Erotic Adventures of Zorro ont €16 transmis 
par cable. Tous les films de Friedman sont 
maintenant disponibles en vidéocasseites 
auprés de Something Weird Video, une 
société mise sur pied par l’archiviste ciné- 
matographique Mike Vraney. Les ventes de 
ces vidéos sont extrémement bonnes et la 
maison de production a obtenu des appré- 
ciations de la part des moyens de communi- 
cation pour ses efforts afin de dénicher des 
films exploitation considérésperdus, 
comme les classiques du burlesque Varie- 
tease (1954) et Teaserama (1955) du légen- 
daire Irving “The Pin-up King” Klaw. 
Une nouvelle génération de cinéphiles s’est 
passionnée au sexploitation aprés avoir vu 
d’anciennes productions de Friedman telles 
que A Smell of Honey, a Swallow of Brine 
(1966) et The Adult Version of Jekyll and 
Hide (1971), Ce n’est pas le sentiment no- 
stalgique mais, au contraire, la soif de dé- 
couverte qui entraine ce revival. Un phéno- 
méne quia permis a Friedman de participer 
comme invité spécial aux festivals du ciné- 
ma et des vidéos et a intervenir en tant 
qu’ invitéd’honncuraux rétrospectives dans 
tous les coins de I’Amérique. Son style 
érudit et ses bonnes maniéres donnent a ses 
participations une vivacité comparable a 
Tenthousiasme qu’il ressent en voyant les 
guichets affichés “complet”. «Je suis enco- 
re étonné et nettement honoré du fait qu'un 
trés grand nombre de personnes de la géné- 
ration actuelle aient “découvert" l'exploi- 
tation,» dé t-il até, 

Afin de documenter l'histoire du cinéma 


d’ exploitation et de ses créateurs, Friedman 
collabore avec les archivistes cinématogra- 
phiques de l’UCLA et avec le jeune Arthur 
Knight, titulaire de la chaire du cinéma ct 
€minent historien du Septitme Art, Ainsi 
faisant, ils ont sauvé de |’ oubli un patrimoi- 
ne filmique ués particulier. 

Friedman fait le comple rendu avec minu- 
tie de ses premitres années de carriére ju- 
squ’en 1964, dans l’autobiographie, publiée 
en 1990 et devenue désormais un “classi- 
que”, A Youth in Babylon: Confessions of a 
Trash Film King. Résumé aussi détaillé que 
sincere sur les péripéties et les tribulations 


Marsha Jordan whipping one of her victim in The Head Mistress (1958) by Byron Mabe. 


Still from The Lustful Turk (1967) by Byron Mabe. 


d'un homme de spectacle, le livre parle 
aussi de quelques artistesitinérants du ciné- 
ma infatigables et éclatants, oubliés depuis 
longtemps, qui ont travaillé et vécu en 
comptant seulement sur cux-mémes. 

Vu le suceés de A Youth in Babylon, Fricd- 
man est en train de compléter la deuxiéme 
partie de ses mémoires Kings of Babylon 

Le second volume reprend oi le premier 
s'est arété et dépeint, en style de chroni- 
queur, le cirque bizarre du cinéma d’ exploi- 
tation des années Soixante et Soixante-dix 
et ses “directeurs de cirque”, ainsi que la 
naissance du cinéma érotique hard. 
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David F. Friedman 
Movie Gallery 
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Dave Friedman presenting his movie poster gallery: 2000 Maniacs! (1964), The Joys of Jezebel (1970) and The Head Mistress (1968), 
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Top: Original movie posters for Jonathan Lucas' Trader Homee (1970) and Richard Kanter's Thar She Blows (1969). 
Above: Illustrated centerfold from the campaign manual for Thar She Blows (1969), written and produced by Dave Friedman. 
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‘An Ado Production Distibeted by ENTERTAINMENT VENTURES. ING: 
FILMED IN COLOR IN HOLLYWOOD, USA AT EV! STUDIOS. 


Above and opposite: Illustrated wrap-around cover, centerfold, and stills from the campaign manual for Richard Kanter’s Starlet (1969), 
written and produced by David Friedman. 
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XX 
Lavishly & Dramatically SO ADULT... 
Demonstrated in COLOR Me eae 


THE FIRST ADULT FILM ABOUT THE a <3 P 
ADULT FILM INDUSTRY ITSELF! = 
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FIRST MOVIE 
RATED Z 


Starring DOUGLAS FREY-ROBYN WHITTING -PENNY BORAN 
With JOHN ALDERMAN: JUDE FARESE - Guest Sta: ROBERT W. CRESSE 


‘Somaegn by NOMA LOTT. JOR BORE & DAVIS FRIEDMAN 


Top: Original press ad for The Erotic Adventure of Zorro and a siill from the same «rated Z» film. 
Above: A lesbian encounter in The Erotic Adventures of Zorro (1972), directed by Gol, Robert Freeman alias Dave Friedman. 
Opposite: Sequence from Byron Mabe's Brand of Shame (1968) and press ad for the same movie, writtan and produced by Dave Friedman. 
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How Really 
Wild the Wild 
West Was! 
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Top: Original movie posters for The Adult Version of Jekyll and Hide (1971) and She-Freak (1967), both directed by Byron Mabe. 
Above: Still from Byron Mabe's The Adult Version of Jekyll and Hide , produced by Dave Friedman. 
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THE EPOCHAL 
EVENT IN ADULT. 
ENTERTAINMENT! 


Top: Still from The Long, Swift Sword of Siegfried , co-produced and co-directed by German Adrian Hoven and Dave Friedman. 
Above: Original movie posters for The Long, Swift Sword of Siogfried (1971) and The Ramrodder (1969), both produced by Dave Friedman. 
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Two stills from Herschell Gordon Lewis' Color Me Blood Red (1965), co-written with producer Dave Friedman. 
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Herschell Gordon Lewis 


«I made almost no films that! didn't regard 
as satires. I pity those who view the film 
industry as a deadly serious business, be- 
cause nol only have they lost their sense of 
humor, they fear failure, Well...after you've 
made a couple of gore films, can tell you, 
‘you don't fear failure anymore.» 
Herschell Gordon Lewis 


neasta Herschell Gordon Lewis sono 

un binomio indivisibile per l'eternita: 
non & possibile nominarne uno senza parla- 
redell'altro. «Siamo gli Alphonse e Gaston 
dei film d’exploitation,» asserisce Fried- 
man. Sono infatti ipionieri dellanudita edel 
sangue colante sul grande schermo, con le 
oro pellicole naturiste ¢ con la Trilogia 
Splatter (Blood Feast, 2000 Maniacs! ¢ 
Color Me Blood Red). La loro unione arti- 
stica fu in effeui brevissima, ma segnd con 
un marchio indelebile la storia del cinema. 
Nato il 15 giugno 1926, H.G. Lewis possie- 
de un dottorato in psicologia. Una tale for- 
mazionel'ha senza dubbio aiutato ad eccel- 
lere nell'industria del cinema di exploita- 
tion, come del resto l'esperienza di Fried- 
man nell'universo dei baracconi e in campo 
pubblicitario ha fornito alla sua lunga car- 
riera una vigoria e una vitalita uniche. Solo 
uno dotato di poteri paranormali avrebbe 
potuto prevedere che Lewis — un uomoraf- 
finato ed estremamenie intelligente, prov- 
visto di impeccabili credenziali universita- 
rie e di una viva passione per la musica — 
sarebbe stato il responsabile della trasfor- 
mazione degli schermi cinematografici in 
ricettacoli di brutalita © mutilazioni. E’ un 
dato di fatto che coloro che creano 0 ritrag- 
gono i pid feroci criminali siano spesso le 


I Iproduttore David F. Friedman ed il ci- 


Godfather of Gore 


Sharon Matt in Linda and Abilene (1969). 


persone pili miti di questo mondo. 
Lewis aveva insegnato inglese all'Universi- 
1 Statale del Mississippi, poi aveva lasciato 
Tinsegnamento per accettare un incarico 
nella pubbliciti. Divenuto produttore tele- 
visivo ad Oklahoma City, si era quindi tra- 
sferito a Chicago per operare come pubbli- 
citario per la TV ed era diventato socio di 
uno studio cinematografico commerciale. 
Alcunianni dopo Lewis incontré Friedman 
enacque cosi un sodalizio vincente. Le loro 
produzioni iniziali — The Prime Time 
(1960), diretto da Gordon Weisenborn, ¢ 
Living Venus (1960), con la regia di Lewis 
—non furono dei successi, per) insegnaro- 
no a Lewis che, supportata da un‘adeguata 
tecnica promozionale, la maggioranza delle 
pellicole poteva rendere un mucchio di sol- 
di, Da Living Venus in poi, Lewis ha diretto 
lutti i film da lui prodotti. Che fare dopo 
Living Venus? Con un occhio alla fabbrica 
di soldi chiamata nudie-cuties — inaugura- 
ta dal Mr. Teas di Russ Meyer — Lewis e 
Friedman sfornarono una serie di film sui 
campi nudisti, comprendente BOIN-N-G!e 
Nature's Playmates (entrambe del 1962). 
Con questi film poco costosi, facilissimida 
realizzare e seguiti da un pubblico consoli- 
dato e non woppo esigente, che pretendeva 
di vedere donne scoperte ¢ basta, i due soci 
si spartirono finalmente i primi profitti. 
Unendo i loro ingegni per escogitare una 
soluzione che portasse un vento nuovo nel- 
Tinconsistente genere nudie, tutte le strade 
considerate conducevano allo stesso tabi 
filmico: la bizzarria del sangue umano co- 
lante, qualcosa che nessuna casa cinemato- 
grafica, ¢ tantomeno uno studio importante, 
aveva mai preso in considerazione, La lun- 
ga militanza di Friedman nello strano mon- 
do degli spettacoli, tra brivido e tortura, dei 
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Still from Boin-n-g! (1962). Allison Louise Downe is the second girl from lett. 
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baracconi e di forme di intrattenimento al- 
trettanto singolari giocd un ruolo di inesti- 
mabile importanza in questa scelta. Vide 
cosi la luce Blood Feast (1963), la storia 
sanguinolenta di un egiziano fanatico che, 
nella citté di Miami, fa a pezzi donne sedu- 
centi per poter usare parti vitali del loro 
corpo — una lingua, una gamba e via 
gliando — nel corso di disgustosi ritu: 
mistici, La campagna promozionale archi- 
tellata da Lewis e Friedman fu un capolavo- 
ro di grossolana ed ipnotica scelleratezza, 
una consolidata consuetudine che entrambi 
avrebbero osservato separatamente in futu- 
ro. Previdentie premurosi, fornirono inoltre 
le biglietterie di sacchetti stampati per gli 
imbarazzi da nausea. E numerosi speitatori 
vi fecero ricorso quasi subito. Blood Feast 
fu un trionfo, ¢ gli ingorghi creati dalle auto 
in attesa di entrare nei drive-in fecero la 
disperazione di tanti poliziotti. Da questo 
film prese origine il cinema splatter, 

2000 Maniacs! (1964) fu il film che segui. 
Lastoria,ambientataai giorni nostri, ricorda 
Brigadoon (1954), con la differenza che qui 
iRibelli (leggi sudisti), abitanti di un villag- 
gio fantasma ereincarnati per cause sovran- 
naturali, prendono a colpi dascia, trapassa- 
no ¢ smembrano i loro ignari ospiti Yankee 
(leggi nordisti) per vendicarsi dello stermi- 
nio patito durante la Guerra di Secessione. 
Llopera, com'era facile prevedere, raccolse 
un successo ancor pill strepitoso negli Stati 
del Sud, sebbene i censori aspettassero la 
ghiotta occasione con le armi affilate. 

La Boxoffice Spectaculars di Lewis e Fried- 
man chiuse i battenti con Color Me Blood 
Red (1965), che narra di un artista malsano 
il quale dipinge le sue telecon sangueumano, 
Friedman accettd di lavorare in California 
con la famiglia Sonney, mentre Lewis rima- 
se a Chicago, La loro collaboratrice comu- 
ne, Allison Louise “Coniglictta" Downe, ex 
attrice protagonista dei loro nudies colnome 
di Vickie Miles, resto con Lewis come re- 
dattrice dei copioni ¢ preziosa assisieme 
alla regia, Negli anni immediatamente suc- 
cessivi, Lewis mise da parte per un po! le 
pellicole impregnate di sangue, e licenzid 
una serie di film profondamente inconsueti 
per la sva filmografia, come Monster A Go- 
Go (1965) ¢ The Magic Land of Mother 
Goose (1967). 

Tl suo ritorno agli squartamenti efferati ¢ al 
sesso mediamente esplicito avvenne nel 
1967 con la regie di The Gruesome Twoso- 
me, Something Weird, The Girl, the Body 
and the Pill ¢ altri ancora, oltre alla sua 
versione del mito di Dracula, A Taste of 
Blood. Conle sue due ore di durata, A Taste 
of Blood @ il suo film pid lungo. 
Paragonate a quelle dei suoi colleghi, le 
incursioni di Lewis nel sexploitation vero e 
proprio sono cosucce abbastanza leggere. 
Suburban Roulette (1967), How to Make a 
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Doll ¢ The Psychic (ambedue del 1968) 
sono pellicole innocue e prive delle salacit& 
e degli sfrenati rapporti sessuali simulati 
dell'‘ordinaria produzione del sexploitation 
della seconda meta degli anni '60. | suoi non 
sono dei veri film "sporcaccioni", come li 
chiamavano i puritani di una volta (tra i 
huovi guardiani della moralita, l'epiteto 
“sozzo" & stato rimpiazzato da “sessista"). 
Al contrario, un'estrema violenza fisica, 
connessa a celati eccessi sessuali, contrad- 
distingue i piii memorabilie discussi film di 
Lewis, ai quali infonde un'inusueta carica 
espressiva. Questa é la caratteristica pecu- 
liare di Lewis, come il sesso e le donne 
attraenti lo sono di Friedman, A.C. Stephen, 
Meyer, Barry Mahon e delle restanti pers 
nalitdello spettacolo dell'exploitation. Fino 
a quando George Romero non fece il suo 
ingresso nei cinema con La notte dei morti 
viventi (1968), esaltata dalla fotografia in 
bianco e nero, nessuno in America aveva 
osato sguazzare tanto nel sangue comeaveva 
fatto Lewis. Il punto di forza della sua 
audacia sono gli effeuacci esagerati per 
crudezzac gratuita, ¢ le trovate da maitatoio 
troppoostentate che, contemporaneamente, 
riescono a sconvolgere con un senso di 
macabro raccapriccio e a scacciare ogni 
turbamento per la loro appariscente grosso- 
Janita. Owviamente, fu un ottimaidea quella 
di mantenere ad ogni costo il segreto sull'in- 
yenzione di tali nauseanti nefandezze. 
Neppure gli effeui speciali tecnologicie'o- 
dicrna grafica al computer sono in grado di 
ricreare appieno questa sorta di orrore vi- 
scerale, anzi lo annientano del tutto. 

Le pellicole di exploitation sono un perfetto 
esempio diun qualcosa che precorre i tempi, 
anche se é pur vero che "questi" tempi non 
sono mai artivati. She-Devils on Wheels 


Original movie poster for Scum of the Earth (1963), and stil from Boin-n-g! (1962). 


(1968) & la dimostrazione di quanto affer- 
miamo, oyvero la storia di una dissoluta 
banda di motocicliste che vive secondo il 
credo che implica il pestaggio degli uomini 
¢ la sottomissione dei maschi scampati per 
usarli come oggetti sessuali. Nellamorale di 
She-Devils on Wheels, il male trionfa in 
quanto la legge é incapace di punire i crimi 
ni delle Mangiauomini. Menue la maggior 
parte dei film sui centauri, sia quelli del 
1968 che degli anni seguenti, sonocontrad- 


Virginia Bell in a pin-up pose. 


distinti da teppisti maschi che violentano Ie. 
donne, Lewis ribaltd i termini dell'usuale 
equazione. 

Lewiscontribui anche al genere"schiamaz- 
zi balli indiavolati", che fece fare un bel 
mucchio di soldi ad Harry Novak, ossia il 
cinema sugli zoticoni di campagna. This 
Stuff ll Kill Ya! (1971)nee un eccelso esem- 
pio. Diversamente dai film campagnoli di 
Novak, nelle produzioni di Lewis l'ipervic 
lenza prevale sul sesso allegro ecasereccio. 
Appassionato di molti generi musicali 
americani, Lewis ha collaborato alla colon- 
na sonora di questi e degli altri suoi film. 
Tl "Grand Guignol americano secondo 
Lewis" toccd le vette pil alte in The Wizard 
of Gore (1970) ¢ in The Gore-Gore Girls 
(1971), una delle prime pellicole a recare il 
marchio "X", appena approvato dall'Asso- 
ciazione dei Produttori Cinematografici 
d'America. L'csplicativo inserimento della 
parola gore ("sangue colante") nei titoli di 
questi film elimind alla radice ogni possibi- 
le dubbio nella mente di coloro i quali si 
chiedevano di cosa mai uattassero. The 
Wizard of Gore — ovvero "il Mago del 
Sangue colante", che sarebbe divenuto poi 
il soprannome adottato da Lewis —& un 
film enigmatico che ritrae un mondo scisso. 
cinematograficamente in due reallé che 
procedono parallele tra loro. Montag, ipno- 
tizzatore ed illusionista, usa spade, presse 
chiodate ¢ altri marchingegni per uccidere 
orribilmente le volontarie prese in platea. Il 
pubblico di Montag, quello dentro la pelli 
cola, vede le donne uscire illese dagli stru- 
menti di tortura del diabolico mago. "Noi", 
i veri spettatori (del film o del video), le 
vediamo morire sul palcoscenico, infilzate 
© straziate da Montag. Dopo una rapida 
alternanza di tali sequenze, ogni donna la- 
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Press advertsing in comic form for Scum of the Earth (1963). 


scia viva il teatro, al termine dell’esibizione 
di Montag. Pid tardi, il cadavere di ognuna 
delle volontarie viene rinvenuto da alcuni 
passanti, mutilato come lo era stato sul 
palco nel "nostro" piano parallelo del 
“mondo che é un film", In seguito, Montag 
trafuga i corpi dall'obitorio, ma per quale 
scopo? Perché Montag ha questo bisogno di 


uccidere? E, soprattutto, chi &? Tutto cid 
hon verra mai spiegato. Cosi é se vi pare. 
Splatter parte, The Wizard of Gore recain 
sé problematiche filosofiche che uno pud 
aspettarsi da un film darte, e non da un 
prodotto di exploitation concepito per i dri- 
ve-in € per l'ultimo spettacolo dei cinema, 
solitamente destinato all'orrore. Il film ter- 


Betty Connell as Queen, leader of the Man-Eaters, in She-Devils on Wheels (1968). 
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mina con la ripetizione della scena iniziale, 
un artificio non facilmente comprensibile 
per lo spettatore medio del genere, e in par- 
ticolar modo per le incontentabili folle in- 
sonni dei drive-in, 

La sua ultima creazione, The Gore-Gore 
Girls, & una sequela di uccisioni delle balle- 
rine in topless di un locale notturno, rappre- 
sentata con maggiore efferatezza che in The 
Wizard of Gore. Seppuresmorzati da maca- 
bri tocchi di umorismo nero, gli omicidi 
sono, rispetto al Lewis precedente, pid cru- 
deli che mai. Si trata forse del suo film pid 
terrificante, il pidi tremendo da seguire fino 
alla fine. 

Quando gli viene chiestoil perché della sua 
scelta delle donne in qualita di vittime, 
Lewisrisponde a tonoche avrebbe fatto "as- 
sassinare” maschi al posto delle femmine se 
ilpubblico avesse manifestato questa prefe- 
renza. Poichéi suoi spettatori, comeavveni- 
va in genere per l'exploitation, erano spe 
cialmente uomini & scontato che non I'a- 
vrebbero gradito. 

H.G. Lewis lascié la fabbrica del cinema di 
exploitation nel 1973, ormai arcistufo dei 
problemi intrinseci ad un ramo considerato 
la vergogna della Mecca della celluloide. 
Copie rubate dei film, incassi delle sale non 
versati, difficolt& con i distributori ¢ le pre- 
occupazioni quotidiane connesse con la 
produzione filmica indipendente lo obbli- 
garono a prendere la decisione di ritirarsi. 
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Original press advertising, 1961. 


Dopo un brutto periodo in cui le sue finanze 
crollarono a picco, mentre i problemi che la 
vita pud riservare a ciascuno di noi lo assa- 
livano tutti in una volta, Lewis si trasferi in 
Florida, il luogo di tantissimi suoi film. Col 
tempo si é rinventato come stimata autorita 
nel campo della pubblicita relativa alla ven- 
dita per posta (@ autore di ben quattordici 
brillanti saggi sull'argomento) e come con- 
sulente per le societa che operano nel setto- 
te. Gira per il globo tenendo seminarie cura 
una rubrica per una rivista di vendita per 
corrispondenza. Non a caso, la sua scienza 
della “comunicazione persuasiva" sfrutia 
molte delle idee che ayeva usato per vende- 
re le sue pellicole. 

La rinata carriera di Lewis come uomo 
@affari in un mercato "rispettabile” non gli 
impedisce perd di accettare gli inviti alle 
mostre del cinema quale ospite d’onore. Se 
sei un uomo di spettacolo dell'exploitation, 
lo sei per sempre. 


roducer David F, Friedman and 
P director Herschell Gordon Lewis 

are permanently linked. One cannot 
bring up the name of one man without the 
other. As Friedman says, «We are the Al- 
phonse and Gaston of exploitationmovies.» 
They were the pioneers of on-screen nudity 
and gore with their skin movies and the 
Splatter Trilogy — Blood Feast, 2000 Ma- 
niacs!,and Color Me Blood Red. Their ac- 


Violent scene from Scum of the Earth (1963). 


tual partnership was all too brief, but made 
its definitive mark in film history. 

Bom June 15, 1926, H.G. Lewis holds a 
Doctorate in psychology. Itis this knowled- 
ge that undoubtedly helped him to excel in 
the exploitation movie business just as Fried- 
man's carnival and publicity background 
brought a unique power and perspective to 


his own long career. One mighthave needed 
psychic powers to predict that Lewis, a 
sophisticated extremely intelligentman with 
impeccable academiccredentials anda back- 
ground in music, would be responsible for 
turning motion picture screens into charnel 
houses of brutality and mutilation. Yet itis 
a truism that men who create or portray the 


One of Fuad Ramses’ victim in Blood Feast (1963), the bloodiest ghoulie movie. 
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Girls and gore in two bloody classics by Herschell G. Lewis and David F. Friedman. 

Top and centre: Two murdered women in Blood Feast (1963), the first splatter movie. 
Above: Adam Sorg (Don Joseph), the insane painter, together with a model in Color Ma 
Blood Red (1965), the last film co-produced by Lewis and Friedman. 
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most evil villains are often themselves the 
gentlest of men in real life. 

Lewis taught English at Mississippi State, 
then left to accept a job in advertising. He 
became a television producer in Oklahoma 
City, moved to Chicago to work in televi- 
sion advertising and eventually went into 
partnership in a commercial film studio. 
Lewis met Friedman some years later and a 
team was born. Their early productions — 
The Prime Time, directed by Gordon Wei- 
senborn, and Living Venus (both 1960), 
directed by Lewis — were not successful 
but it taught Lewis that with a compelling 
Promotional technique, most pictures could 
make money. From Living Venus on, Lewis 
directed all of his features. 

What to do next after Living Venus? Loo- 
king at the moneymakers called the nudie- 
cuties led by Russ Meyer's Mr. Teas, they 
embarked upon a series of nudist camp 
films that included BOIN-N-G! and Natu- 
re‘s Playmates (both 1962). Cheap, fairly 
€asy to make and having a built-in audience 
that was not particularly demanding as long 
as the women were casy to look at, they 
finally tasted profit. 

Combining their brains to think ofa way to 
bring something novel to the waning nudie 
cycle, all roads led to a cinema taboo: gro- 
tesque human gore, something no film 
company, especially a major studio, was 
deign to even consider, Friedman's long 
experience with the strange world of carni- 
yal midway torture and thrill shows and 
similarly outlandish forms of entertainment 
was of inestimable value in making this 
decision, And so Blood Feast (1963) was 
born, the bloodsoaked story of a demented 
Egyptian in Miami who tears sexy women 
apart to obtain their vital body parts, a 
tongue, a leg and so on, for his disgusting re- 
ligious rites. Lewis and Friedman's ad 
campaign was a masterpiece of lurid and 
hypnotic depravity, a hearty tradition both 
men would carry on separately in the future. 
They even thoughtfully provided imprinted 
vomit bags at the box office, Many in the 
audience would need them quickly. Blood 
Feast was asensationand the lines of traffic 
waiting Lo enter drive-ins gave a headache 
to many a policeman. It was the origin of the 
splatier movie. 

2000 Maniacs! (1964) was next. The mo- 
dern day story resembles Brigadoon (1954), 
except that the supernaturally incarnated 
Rebel inhabitants of a long dead village 
axed, spiked and crushed their unaware 
Yankee guests as revenge for their destruc- 
tion during the American Civil War. This 
show went over big in the south to no one’s 
surprise even if the censors were waiting 
this time with their own sharp tools. 

The Boxoffice Spectaculars company of 
Lewis and Friedman ended with Color Me 


NOTHING SO 
APPALLING 


Blood Red (1965) that told of a sick artist 
who paints his canvases with human blood. 
Friedman accepted a job with the Sonney 
family in California while Lewis remained 
in Chicago. Their mutual assistant, Allison 
Louise "Bunny" Downe — the former lead 
actress of their nudies, Vickie Miles — 
stayed with Lewis as a scriptwriter and 
valued aide-de-camp. For the nextfew years, 
Lewis sidestepped pictures of bloody gore, 
releasing a group of films that are basically 
an anomaly in his filmography such as 
Monster A Go-Go (1965) and The Magic 
Land of Mother Goose (1967). 

Hereturned toa life of mutilation as well as 
to mild sex in 1967, directing The Grueso- 
me Twosome, Something Weird, The Girl, 
the Body and the Pill, and others plus his 
version of a Draculaepic, A Taste of Blood. 
Running two hours, A Taste of Blood is his 
longest picture. 

Lewis’ foraysinto straight sexploitation were 
very mildaffairs compared to other filmma- 
kers, Suburban Roulette (1967), How to 
Make a Doll and The Psychic (both 1968) 
are innocuous films lacking the salaciou- 
sness and wild soft core action of the avera- 
ge sexploitation feature made during the 
second half of the Sixties. His were not 
really "dirty" movies, as the old puritans 
called them. (To the new guardians of 
morality, "dirty" has been replaced by 
"sexist"). Instead, extreme body violence 
with covert sexual overtones charges the 
better remembered and talked about Lewis 
pictures with bizarre force. This was ultima- 
tely Lewis forte,as sex andattractive women 
were to Friedman, A.C. Stephen, Meyer, 
Barry Mahon and all of the rest of the 
exploitation showmen, Until George Ro- 
mero stepped into the theatres with Night of 
the Living Dead (1968),which was subdued 
by its black and white photography, no one 
in America played with gore to the extent 
that Lewis did. Itis the crude, candy colored 
effectsand slaughterhouse props thatpropel 
this charge, simultaneously shocking be- 


Bloody shocking shots from Blood Feast (top) and Two Thousand Maniacs! (1964). 
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cause of their gruesomeness and then defu- 
sing thatshock with the blatant cheapness of 
those effects. Of course, it was a good idea 
tokeep that sickness bag close by anyway. 
The high-tech effects and computer gra- 
phics of today mean nothing in conveying 
this kind of visceral horror and in fact de- 
stroy it, 
The exploitation films of the Sixties are a 
good example of something that is ahead of 
its time, even if the time never does arrive, 
She-Devils on Wheels (1968) is the epitome 
of this belief, the story of a vicious gang of 
female motorcycle riders who live by a 
creed that involves beating men toa pulp 
and subjugating other males for use as sexual 
playthings. In the climax of She-Devils on 
Wheels, evil triumphs through the failure of 
the law to prove the crime of The Man- 
Eaters. While most biker pictures of 1968 
and beyond were dominated by male thugs 
raping women, Lewis turns the tables onthe 
standard formula. 
Lewis also favored the "romper-stomper" 
genre that made a great deal of money for 
Harry Novak, the "hillbilly" movie. This 
Stuff'l! Kill Ya! (1971) is a prime example. 
Unlike Novak's country releases, awful 
violence, notcomedic barnyard sex prevails 
in Lewis' productions. Fond of many forms 
of country music, Lewis contributed to the 
scores of these as well as his other films. 
The height of Lewis’ American form of 
GrandGuignol culminatedin The Wizard of 
Gore (1970) and The Gore-Gore Girls 
(1972), one of the first pictures to receive 
the newly devised "X" seal by the Motion 
Picture Producers Association of America. 
The straightforward use of the word gore in 
the titles immediately crased all questions 
‘in the minds of those who might have 


om 
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Abilene (Sharon Matt) and Linda (Roxanne Jones) in Linda and Abilene (1969). 


wondered what these films were all about. 
The Wizard of Gore, later to become Lewis’ 
nickname, is an enigmatic film that depicts 
4 world cinematically slit into two parallel 
pathways of reality. Montag, a hypnotist 
and magician, uses swords, punch presses 
andother instruments tohorribly murder his 
female stage volunteers. Montag's "audien- 
ce" within the film sees the women unhar- 
med and unaffected by the grinning magi- 
cian's torture tools. "We", the real life film 
(or video) audience, see them punctured or 
carved up by Montag and dying on stage. 
After a scrics of these intercuts, each wo- 


Linda (Roxanne Jones) and Tod (Kip Marsh) in Linda and Abilene (1969). 
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man leaves the theatre at the conclusion 
Montag's show. Each voluntcer’s corpse is 
found later by passersby, as mutilated as 
they were on stage in "our" plane of Lewis’ 
parallel movie world. Montag later steals 
their bodies from the morgue, but for what 
purpose? Why docs Montag need to kill? 
Whoishe? It is never explained. And justas 
well. Splatter aside, The Wizard of Gore 
carries with it metaphysical riddles one 
expects from an art picture, not from an 
exploitation film meant for drive-ins and 
late night horror shows. The film end with 
the first scene replayed. This was not an 
casy idea to pull off on the average exploi- 
tation audience, especially the restless 
American drive-in crowd. 

His final film, The Gore-Gore Girls, is a 
series of murders of topless nightclub dan- 
cers which are more ghastly in presentation 
than The Wizard of Gore. Whilecoated with 
gruesome layers of sick humour, the mur- 
ders are more vicious than ever, even for 
Lewis. It is probably the most horrifying of 
his films to sit through, 

When asked about his treatment of women- 
as-victims, Lewis replied to the effect that 
he would have killed off males instead of 
females if the theatre audiences had prefer- 
red it that way. As his audiences, like most 
exploitation viewers, were predominately 
male, this was unlikely, 

H.G. Lewis left exploitation filmmaking in 
1973 because he grew tired of the inherent 
problems within a business considered the 
underbelly of the motion picture industry. 
Stolen film prints, unreported theatre reve- 
nues, difficulties with distributors and the 


Sharon Matt in Linda and Abilene (1969). 


day-to-day headaches that come with inde- 
pendent movie production forced him to 
come to the decision to retire. After a low 
period when his investments crumbled and 
the problems that life can bring hit him all at 
once, Lewis settled in Florida, the site of so 
many of his movies. In time he re-invented 
himself as a preeminent authority on direct 
mail advertising, an author of 14 brilliant 
books on the subject anda consultant to cor- 
porations that conduct theirbusinessthrough 
direct marketing. He travels the globe gi- 
ving seminars and writes a column for a 
direct marketing magazine. His science of 
“force communication” incorporates many 
of the ideas he used to sell his pictures. 
H.G.'s reborn career as a businessman in a 
"respectable" ficld does not stop him from 
accepting invitations to film conventions as 
a guest of honor. An exploitation showman 
is forever. 


cinéaste Herschell Gordon Lewissont 

un duo inséparable pour !'éternité: il 
n'est pas possible den citer un sans parler de 
Tautre. «Nous sommes les Alphonse et 
Gaston des films dexploitation,» affirme 
Friedman. Ce sonten effet les pionniers de 
lanudité et du sang dégoulinant sur le grand 
€cran, avec leurs pellicules naturistes et 
avec la Trilogie Splatter (Blood Feast, 2000 
Maniacs! et Color Me Blood Red). Leur 
union artistique fut en effet tres breve mais 
laissa une trace mémorable dans I'histoire 
du cinéma. 
Né le 15 juin 1926, H.G. Lewis est licencié 
en psychologic. Une telle formation !'a sans 
aucun doute aidé a exceller dans l'industrie 
du cinéma d'exploitation, comme du reste 
l'expérience de Friedman dans I'univers des 
fétes foraines et dans le domaine publicitai- 
rea donné a sa longue carriére une vigueur 


| eproducteur David F. Friedman et le 
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Pierre (Billy Faloo) and two of his playmates in The Adventures of Lucky Pierre (1961). 


a 


tune vitalité incomparable. Seul quelqu'un 
doué de pouvoirs paranormaux aurait pu 
prévoir que Lewis — un homme raffiné et 
extrémement intelligent, muni de titres 
universitaires irréprochables et d'une vive 
passion pour la musique — aurait été le 
responsable de la transformation des écrans 
cinématographiques en des refuges de bru- 
talité et de mutilations, C'est un fait établi 
que ceux qui créent ou font le portrait des 
criminels les plus féroces sont souvent les 
personnes les plus douces de ce monde. 
Lewis avait enseigné l'anglais a l'Universi- 
16 d'Etat du Mississippi, puis quitté I'ensei- 
gnement pour accepter un emploi dans la 
publicité, Devenu producteur de télévision 
4 Oklahoma City, il s’était donc transféré a 
Chicago, faisant le publicitaire pour la TV ct 
fut associé d'un studio cinématographique 
commercial. 

Quelques années aprés, Lewis rencontra 
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Connie Mason, June 1963's Playboy playmate, star of Blood Feast and 2000 Maniacs! 
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Typical original advertisement conceived by David Friedman and Herschell Gordon Lewis. 
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The Rebels killing a Yankee tourist with atrocious cruelty in Two Thousand Maniacs. 
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Friedman et naquitainsi une entente payan- 
te. Leurs productions initiales — The Prime 
Time (1960), dirigé par Gordon Weisen- 
bom, et Living Venus (1960), mis en sctne 
par Lewis — n'eurent pas beaucoup de 
Succes mais révélérent 4 Lewis que, soute- 
nue par une technique promotionnelle ap- 
propriée, la plupart des pellicules pouvait 
rendre un tas d'argent. A partir de Living 
Venus, Lewis a dirigé tous les films qu'il a 
Produits. Que faire aprés Living Venus? Ne 
perdant pas de vue la rentabilité appelée 
nudie-cutie — inaugurée avec Mr. Teas de 
Russ Meyer — Lewis et Friedman réalisd- 
rent une série de films sur les camps de 
nudistes, comprenant BOIN-N-G! et Natu- 
re’s Playmates (tous les deux de 1962). 
Avec ces films peu onéreux, tres faciles & 
réaliser et suivis par un public irs assiduet 
Pas trop exigeant, qui voulait voir seule- 
ment des femmes dénudées, les deux asso- 
ciés se partagérent finalement les premiers 
bénéfices, 

Unissant leurs talents pour imaginer une 
solution qui portait des nouveautés dans le 
genre inconsistant du nudie, tous les che- 
mins considérés conduisaicntaumémetabou 
filmique: la bizarrerie du sang humain dé- 
goulinant, quelque chose qu'aucune maison 
cinématographique, et encore moins un 
studio important, nlavait jamais pris en 
considération. La longue participation de 
Friedman a l’étrange monde des spectacles, 
parmi frissonsde peuret de torture,des fetes 
foraines ct des formes de répresentation 
également singuligres joua un réle d'une 
importance inestimable dansce choix. Ainsi 
naquit Blood Feast (1963), l'histoire san- 
guinolente d'un égyptien fanatiquequi,dans 
la ville de Miami, réduit en morceaux des 
femmes séduisantes afin d'utiliser les par- 
Ues vitales de leurs corps — unelangue, une 
jambe et ainsi de suite — pour ses rituels 
mystiques dégodtants. La campagne pro- 
motionnelle concue par Lewis et Friedman 
futun chef-d'ceuvre d'une scélératesse gros- 
siére ct hypnotique, une tradition renforcée 
qu'ils auraient observée tous les deux sépa- 
rément par la suite. Prévoyants et empres- 
sés, ils fournirent en outre les guichets de 
sachets imprimés pour les embarras de 
nausée, Et de nombreux spectateurs les uti- 
lisérent presque immédiatemont. Blood 
Feast fut un triompheet les embouteillages 
survenus & l'entrée des drive-ins firent le 
désespoir de beaucoup de policiers. A partir 
de ce film commenga le cinéma splatter. 
2000 Maniacs! (1964) fut le film suivant, 
Lhistoire, se passant de nos jours, rappelle 
Brigadoon (1954) avec la différence qu'ici 
les Rebelles (les sudistes), habitants d'un 
village fantéme et réincarnés pour causes 
surnaturelles, frappent avec la hache, tran- 
Spercent et démembrent leurs invités Yan- 
kee (Ies fédéraux) ignares pour se venger du 


acre subi pendant la Guerre de Séces- 
sion, L'ceuvre, comme il était facile de le 
prévoir, eut un succés encore plus retentis- 
sant dans les Etats du Sud, bien que les 
censeurs attendaient cette occasion pour se 
déchainer. 

La Boxoffice Spectaculars de LewisetFried- 
man ferma ses portes avec Color Me Blood 
Red (1965), racontant l'histoire d'un artiste 
malsain qui peint ses tableaux avec du sang 
humain. 

Friedman accepta de travailleren Californie 
avec la famille Sonney, alors que Lewis 
resta 4 Chicago. Leur collaboratrice com- 
mune, Allison Louise “Petite lapinne” 
Downe, ea-actrice protagoniste de leurs 
nudies avec le nom de Vickie Miles, resta 
avecLewisen tantque rédactrice des seéna- 
rios et précieuse assistante A la mise en 
scéne, Les années suivantes, Lewis mit de 
c6té pendant quelque temps les pellicules 
imprégnées de sang et réalisa une série de 
films profondément inhabituels pour sa fil- 
mographie,comme Monster A Go-Go (1965) 
et The Magic Land of Mother Goose (1967). 
Son retour aux écartélements atroces et au 
sexemoyennementexplicitesurvinten 1967 
avec la mise en scéne de The Gruesome 
Twosome, Something Weird, The Girl, the 
Body and the Pill et d'autres encore, outre sa 
version du mythe de Dracula, A Taste of 
Blood. Avec ses deux heures de projection, 
A Taste of Blood est son film le plus long. 

Confrontées a celles de ses collégues, les 
irruptions de Lewis dans le sexploitation 
véritable semblent des petites choses assez 
légéres. Suburban Roulette (1967), How to 
Make aDoll etThe Psychic (tous les deux de 
1968) sont des pellicules inoffensives et 
privées de grivoiserie et de rapports sexuels 
effrénés et simulés de la production ordinai- 
re du sexploitation de la deuxitme moitié 
des années Soixante. Les siens ne sont pas 
de véritables films "cochons", comme les 
appelaient les puritains d'autrefois (parmi 
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Harper (Mark Douglas) cuts off a finger of Bea Miller (Shelby Livingston) in 2000 Maniacs! 
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Two eccentric versions of ad for the same gorexploitation movie by Friedman and Lewis. 


Still from Boin-n-g! (1962): Bill Johnson, "Bunny" Downe, Bill Kerwin, and Robb Bee. 
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les nouveaux gardicns de la moralité, l’épit- 
héte "sale" a été remplacé par "sexiste"), Au 
contraire, une extréme violence physique, 
liée a des excts sexuels cachés, marque les 
films de Lewis les plus mémorables et les 
plus discutés, auxquels elle donne unechar- 
ge expressive inhabituelle. C'est la caracté- 
ristique particulitre de Lewis, comme le 
sexe etles femmes séduisantes le sont pour 
Friedman, A.C. Stephen, Meyer, Barry 
Mahon et les autres personnalités du specta- 
cle de l'exploitation. Jusqu'au moment ot 
George Romero fit son entrée dans les ciné- 
mas avec La Nuit des Morts Vivanis (1968), 
misen valeur par la photographie en noir et 
blanc, personne en Amérique n'avait osé 
patauger autant dans le sang comme l'avait 
fait Lewis. Le point de force de son audace, 
ce sontles effets exagérés pourla cruautéet 
la gratuité et les idées meurtrigres top 
exhibées, qui en méme temps essayent de 
bouleverser avec un sens d'atrocité macabre 
et de chasser tout trouble & cause de leur 
grossiéreté apparente. Evidemment ce fut 
une trés bonne idée que de maintenir cofte 
que coiite le secret sur invention de telles 
infamies dégodtantes, Méme les effets spé- 
ciaux technologiques et la graphique a l'or- 
dinateurdenosjoursne sontpascapablesde 
recréer pleinement cette sorte d'horreur 
viscérale, au contraire, ils la détruisent 
complétement, 

Les pellicules de sexploitation sontunexem- 
ple parfait de quelque chose quidevance les 
temps, méme s'il est vrai que "ces" lempsne 
sont jamais venus. She-Devils on Wheels 
(1968) est la d&monstration de ce que nous 
affirmons, c’est-A-dire l'histoire d'une bande 
dissolue de femmes motocyclistes vivant 
selon le credo qui implique le lynchage des 
hommes et la soumission des males resca- 
pés pour les utiliser comme objets sexuels, 
Dans lamorale de She-Devils on Wheels, le 
mal triomphe car la loi est incapable de 
punir les crimes des Mangeuses d'hommes. 
Alors que la plupart des films sur les moto- 
cyclistes, soit ceux de 1968 que des années 
suivantes, sont marqués par des voyous qui 
violent les femmes, Lewis renversa les ter- 
mes de I'équation habituelle. 

Lewis contribua aussi au genre "lapages ct 
bals déchainés”, qui fit gagner un tas d'ar- 
gent a Harry Novak, c ire Ie cinéma 
surlesrustres de campagne. This Stuff Kill 
Ya! (1971) en est un excellent exemple. 
Conirairement aux films campagnards de 
Novak, dans les productions de Lewis I'hy- 
perviolence I'emporte sur le sexe joyeux et 
grossier. Passionnée par les nombreux gen- 
Tes musicaux américains, Lewis acollaboré 
a la colonne sonore de ceux-ci ainsi qu'a 
celle de tous ses films. 

Le"Grand-Guignol américain selon Lewis" 
atteignit les sommets les plus hauts dans 


< 


The Wizard of Gore (1970) et dans The 
Gore-Gore Girls (1971), une des premiéres 
pellicules qui porta l'appellation"X” apeine 
approuvée par I'Association des Produc- 
teurs Cinématographiquesd'Amérique, L'in- 
troduction explicite du mot gore ("sang 
dégoulinant") dans les titres de ces films 
élimina a la base toute incertitude possible 
dans l'esprit de ceux qui demandaient de 
quoi il s'agissait. The Wizard of Gore —ou 
“le Magicien du sang dégoulinant” qui aurait 
€t€ ensuite le surnom adopté par Lewis — 
est un film enigmatique qui représente un 
monde divisé cinématographiquement en 
deux réalités qui agissentparallélemententre 
elles. Montag, hypnotiseur et illusioniste, 
utilise des épées, des presses cloutées et 
autres engins pour tuer horriblement les 
volontaires prises dans le public, L'auditoi- 
rede Montag, celui qui est dans la pellicule, 
voit les femmes sortir indemnes des instru- 
ments de torture du magicien diabolique. 
"Nous", les véritables spectateurs (du film 
ou du vidéo), les voyons mourir sur scéne, 
embrochées ou martyrisées par Montag. 
Aprés une rapide succession de telles sé- 
quences, chaque femme quitte le théire 
vivante, a la fin de l'exhibition de Montag. 
Plus tard, le cadavre de chaque volontaire 
est découvert par quelques passants, mutilé 
comme il l'avait &6 sur la scéne de "notre" 
plan parall8le du "monde qui est un film". 
Ensuite, Montag vole les corps 4 lamorgue, 
mais pour quelle raison? Pourquoi Montag 
a-t-il besoin de tuer? Et surtout qui est-ce? 
On ne le saura jamais. Etainsi soit-il, Genre 
splatter A part, The Wizard of Gore apporte 
en lui-méme des problématiques philoso- 
phiques qu'on peut attendre d'un film d'art, 


The beatnik painter (Ray Gronwold) and his model (JoAnn LeCompte) in The Prime Time. 


mais pas d'un produit d'exploitation. 

Sa derniére création, The Gore-Gore Girls, 
est une série de meurtres de ballerines en 
topless d'une boite de nuit, représentée avec 
une plus grande atrocité que dans The Wi- 
zard of Gore. Méme s'ils sont atténués par 
des touches macabres d'humorisme noir, les 
meurtres sont, par rapport au Lewis précé- 
dent, plus cruels que jamais, Il s‘agit peut- 
étre de son film le plus terrifiant, le plus 
effrayant a suivre jusqu’a la fin. 

Quand on lui demanda la raison de sa prédi- 
lection pour les femmes en qualité de victi- 
mes, Lewis répondit justement qu'il aurait 


fait "assassiner" des males a la place des 
femmes si le public avait manifesté ceule 
préférence. Etant donné que ses spectateurs, 
comme cela arrivait en général pour l'ex- 
ploitation, étaient principalement des hom- 
mes, il était certain qu'ils ne V'auraient pas 
apprécié. 

H.G. Lewis abandonna l'industrie du ciné- 
ma d'exploitation en 1973, désormais ts 
las des problémes intrinséques d'une bran- 
che considérée la honte de la capitale du 
cinéma. Exemplaires des films volés, en- 
caissements non versés, difficultés avec les 
distributeurs et les préocupations quotidien- 
nes liées A la production filmique indépen- 
dante l'obligérenta prendre la décision de se 
retirer, Aprés une période of il avait ses 
finances en mauvais état, alors que les pro- 
blémes que la vie peut réserver a chacun de 
nous lassaillirent d'un seul coup, Lewis se 
tansféra en Floride, licu de nombreux de 
ses films. Avec le temps il a su se faire 
apprécier dans le domaine de la publicité 
relative A la vente par correspondance (c'est 
T'auteur de 14 essais remarquables sur I'ar- 
gument) et comme conseiller pour les socié- 
tés qui agissent dans le secteur. Il voyage 
dans le monde entier présidant des séminai- 
es et s‘occupant d'une rubrique pour une 
revue de vente parcorrespondance. Cen'est 
pas par hasard que sa sciencede la "commu- 
nication persuasive" exploite un bon nom- 
bre des idées qu'il avait utilisées pour ven- 
dre ses pellicules. 

La nouvelle carrire de Lewis comme 
homme d'affaires dans un marché respecta- 
ble ne lui interdit pas d’accepter les invita- 
lions aux festivals du cinéma en tant qu'in- 
vité d'honneur. Si tu es un homme de spec- 
lacle de l'exploitation, tu l'es pour toujours. 


Mad painter Adam Sorg (Don Joseph) and model April (Candi Conder) in Color Me Blood Red. 
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FHlerschell Gordon Lewis 
Movie Gallery 


Above and opposite: “The Wizard of Gore" presents sequences from his Blood Feast (1963), co-produced with Dave Friedman. 
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Above and opposite: Original press ads and movie posters for nudie-cuties and roughies directed by Herschell Gordon Lewis, 
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Erotic sequence from Dwayne E. Avery's Booby Trap (1970), distributed by Harry Novak's Boxoffice International. 
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Harry 


H. Novak 


Wizard of the Boxoffice 


«Kiss Me Quick! was the beginning ofitall. 
That film brought me everything I have 
today. Because that brought me the money 
and the incentive to continue.» 

Harry H. Novak 


arry H. Novak (all'anagrafe No- 

vack), uno dei pid straordinari e 

fecondi uomini di spettacolo del 
cinema di exploitation, inizid lasuacarriera 
nel mondo della celluloide con la RKO, 
lavorando nell'ufficio di Chicago, sua citta 
natale, La prima mansione che espletd pres- 
so questa compagnia fu dirifornire icinema 
di cui era proprictaria di brochure per la 
stampa e manifesti. Dopo il servizio milita- 
Te, svolto nel corso della Seconda Guerra 
Mondiale, consolido il vincolo con la RKO, 
stavolta nella sede di Los Angeles. II suo 
nuovo impiego consisteva nell'ideazione 
dellecampagne pubblicitariee nella vendita 
su scala nazionale delle produzioni dello 
studio. Allorché la RKO cesso I'attivité nel 
1957, Novak trové lavoro nella distribuzio- 
ne cinematografica, prima al National Film 
Service ¢ quindi dal distributore Seymour 
Borde. Mentre acquisiva film di exploita- 
tion per Borde e la suabranca di distribuzio- 
ne JEM, Novak acquisto Mr. Peter's Petse 
Knockers Up, entrambi girati da Peter Perry 
nel 1962, ¢ Blood Feast (1963) di Lewis e 
Friedman, La sua esperienza nella promo- 
zione, vendita e marketing in campo cine- 
matografico determind il suo destino e gli 
fornile basi che lo resero in grado di ricava- 
reuna fortuna da alcuni dei film pita basso 
costo e puerili mai prodotti, per mezzo di 
tecniche pubblicitarie d'effetto ea sensazio- 
ne, € attraverso una profondaconoscenza di 
come vendere un film ai gestori delle sale 0 
dei drive-in. 
Lincontro con il soggettista e regista cine- 
matografico Pete Perry fece in modo che 
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Uschi Digart, star of Below the Bolt (1971). 


Novak facesse causa comune con lo stesso 
Perry e il produttore Max Gardens per la 
distribuzione del loro Kiss Me Quick! (1964), 
una commedia sexy-hortor, per la precisio- 
ne un nudie-monsier. Lo strepitoso succes- 
so di Kiss Me Quick!, uno dei nudies pit 
popolari con la sua commistione di mostri 
classici e spogliarelliste, catapult Novake 
ilsuo Boxoffice International al vertice della 
produzione e della distribuzione nel settore 
cinematografico dell'exploitation. 

Kiss Me Quick! narra di Sterilox, un essere 
alieno inviato sulla Terraallo scopo di rapi- 
re ragazze per il natio pianeta Droopiter 
(‘Gioveavvilito”) della galassia Buttless 
("Senzascopo"). L'inumano giunge al ca- 
stello abitato dal Dr. Breedlove ("Nutria- 
more") e dalle sue creature che includono il 
mostro di Frankenstein e Dracula. Un colla- 
reortopedico, tracce di rossettoe unaccento 
alla BelaLugosi, il simpatico Dr. Breedlove 
 egli stesso un rapitore e ipnotizzatore di 
bellissime donne, da usare come schiave 
sessuali. Per il resto, Kiss Me Quick! segue 
Tusueta formula del nudie, secondo la quale 
procaci ragazze — nella vita reale, profes- 
sioniste dello spogliarello — posano e bal- 
lano davanti alla cinepresa, mentre Bree- 
dove e Sterilox le esaminano. L'operatore 
delle riprese di Kiss Me Quick! fu Laszlo 
Kovacs, chepii tardi ha raggiunto una vasta 
notoricta nella Hollywood di serie A. 
L'abilita di Novak nel creare ammiccanti 
brochure per la stampa ¢ campagne pubbli- 
citarie coinvolgenti fu un fattore determi- 
nante per il successo dei suoi film. Mentre 
continuava la distribuzione dei film di ex- 
ploitation prodotti da altre case, Novak e il 
produttore di nudies Ted Paramore dettero 
vila a The Agony of Love (1965), un altro 
lucroso film per adulti. The Agony of Love 
fudirettoda William Rotsler, e presenta Pat 
Barrington nella parte di una casalinga che 
diventa una prostituta per sua volonta. 
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Dr. Breedlove (Jackie DeWitt) and Sterilox (Fred Coe) with a girl in Kiss Me Quick! (1964). 


Nellasua intervista, pubblicata in unnume- 
rodella rivista Cult Movies & Video, Novak 
ha dichiarato a proposito di questo film: 
«Agony of Lovee basato su una sioria vera. 
Loso,perché conoscevo lepersone coinvol- 
te, Lagenesidellapellicola avenne duran- 
te un pranzo da Ben Frank con alcuni col- 
laboratori. C’era Bill Rotsler, ¢ un altro 
paio di persone. Mentre stavamo mangian- 
do, una bionda piacente passé di la, e io ac- 


cennai che la conoscevo, Conoscevo lei ela 
suafamiglia. Erauna donna sposaia, abba- 
Stanza agiata, ma infelice per il suo ména- 
ge. Sentiva che si stava perdendo le gioie 
della vita einvidiava seriamente le prostitu- 
te che, secondo lei, dovevano essere il tipo 
di donna che sa goderselaalla grande. Cosi 
diventé una prostituia, non per bisogno di 
soldi, ma solo per spassarsela, Per un po’ 
condusse una doppia vitae fecein modo che 


Topless dancer Cathy (Pat Barrington) in Mantis in Lace / Lila (1968) by William Rotsler. 
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Abeautitul prisoner in Kiss Me Quick! 


niente trapelasse. 

Finché un giorno il suo protetiore le fissé un 
inconiro con un tizio, che andé nell’'appar- 
tamento in affiuo di lei, e fecero tutto at 
buio, Quando la donna accese la luce, sco- 
pri di avere fatto una marchetta con il 
marito! E allora cominciarono i guai. 
Mentre raccontavoqueste cose, imiei amici 
pensarono che suonava come lintreccio 
bell’e pronto per un film, e cosi nacque 
Agony of Love.» 

Novak e Paramore proseguirono ad acqui- 
stare e distribuire innumerevoli film vietati 
dialtricreatori dell'exploitation, tracui Barry 
Mahon (Nudes, Inc.; Crazy, Wild and Cra- 
zy: The Beast That Killed Women; Nude 
Scrapbook), Joe Sarno (The Naked Fog; 
Flesh and Lace; Red Roses of Passion; My 
Body Hungers), Lou Campa (Artist's Studio 
Secrets; Coot It, Baby; Miniskirt Love; Venus 
in Furs), John Lamb (Mondo Keyhole) e 
Leroy Griffith (Mundo Depravados), prima 
di porre termine alla loro cooperazione per 
cause ancora non rese pubbliche. 

Dei tantissimi film che Novak commercia- 
lizzd verso la fine degli anni ‘60, il pitt noto 
& senz’aliro Mantis in Lace (1968), sempre 
diretto da Rotsler, un nudie-horror (0 ghou- 
fie), nel quale una piacente ballerina inter- 
pretata da Susan Stewart massacragliuomini 
sotto Tinfluenza dellLSD. Una seconda 
versione del film, pid eccessiva ¢ truculen- 
ta, circold con il titolo Lila nelle sale cine- 
matografiche strettamente per adulti. I 
regista Rotsler ha spiegato le ragioni di 
queste versioni differenti: «1 copione origi- 


Terry Gibson in The Pigkeeper's Daughter. 


nale, redatto dal produttore Sanford White, 
era questo: la ragazza prende I'LSD e ucci- 
de un tizio, riprende I'LSD, e ne uccide un 
altro, e cosi via per 80 minuti. Era noiosis- 
simo! Riscrissi il copione, cercando di inse- 
rire qualche variazione edi caratterizzare i 
personaggi. I produttore voleva pit sangue 
nel film, € io no. Da parte mia, evitavo 
intenzionalmente i fiumi di sangue, perché 
volevo suggerire di pide mostrare dimeno.» 
Questo vistoso disaccordo tra produttore e 
cineasta produsse inevitabilmente le due 
versioni finali, 

Ambedue le pellicolefruttaronouna fortuna 
aNovak, che presc la decisione di espandere 
la sua societa a livello internazionale. Cid, a 
sua volta, generd la necesita direalizzare 
acquistare un maggior numero di film per 
soddisfare le richieste delle nuove agenzie 
doltremare, e soprattuttodi quelle in Orien- 
te. Il rinnovato rapporto di lavoro con Pete 
Perry dette, tra gli altri, frutti come The 
Notorious Cleopatra, Tobacco Roody (en- 
uambi del 1970), The Toy Box (1971) ¢ 
Please, Don't Eat My Mother! (1972). 
Novak rifiutd l'avvento della pornografia 
hard core, come fezero molti della sua 
generazione, e continud a produrre e distri- 
buire film d'orrore ¢ d'azione, brillanti o 
“campestri", conditi da molto erotismo, ma 
ampiamente nei limiti autoimpostisi, nel 
rispetto della tradizione sofi del sexploita- 
tion. La sua collaborazione con Perry ebbe 
termine nel 1975 
Nel corso degli anni '70, la Boxoffice dis 
bui anche una manciata di film dell'orrorea 
basso costo, e precisamente J Drink Your 
Blood (1971), Rattlers (1976), The Child 
(1976), Axe(1977), Kidnapped Coed (1978) 


Rene Bond in Please, Don't Eat My Mother! (1972) by Carl Monson. 


e Hitch Hike to Hell (1978). 

Verso la fine di quel decennio, i drive-in ei 
cinemadi seconda categoriaandavano chiu- 
dendo uno dopo I'altro. L'interesse del pub- 
blico per i prodotti a basso costo decrebbe 
rapidamente, ¢ costrinse Novak a ridimen- 
sionare considerevolmente la Boxoffice In- 
ternational ¢ cessare del tutto la produzione 
filmica, Erano le idee per le sceneggiature il 
vero problema che affliggeva i creatori 
impegnati nel settore. 

Dopo aver chiuso i battenti della Boxoffice 
International nel 1978, Novak fondo la 
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Valiant International Pictures (VIP), sotto 
la cui sigla diffuse film porno sul tipo di 
Sissy's Hot Summer (1979), Sweet Surren- 
der, Leather Persuasion (ambedue del 1980) 
© Moments of Love (1983). 

Attivo come non mai, Novak adesso gesti- 
sce, su scala internazionale, lutilizzazione 
del suo vasto patrimonio di film d'exploita- 
tion ramite videocassetta ¢ attraverso la 
programmazione via cavo o da parte delle 
televisioni a pagamento. Ha anche unito le 
forze con quelle di Mike Vraney di Somet- 
hing Weird Video per dilfondere i suoi film. 


Mercenary sex in a still from William Rotsler’s The Agony of Love (1965). 
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Still from Fandango (1969), an erotic western distributed by Novak. 


Quale distributore e venditore di spettacoli 
prodotti con scarsi finanziamenti, Novak & 
stato uno dei granditalentidell'exploitation. 
Sebbene sia considerato un personaggio 
pubblico di basso profilo, Novak ha dimo- 
strato una spiccata abilita nel prendere in 
manoopere di scarso pregioe creare rutilan- 
ticampagnedi lancio, esplosive e fiammeg- 
gianti, che superano di gran lunga le fredde 
tecniche degli attuali esperti pubblicitari 
impegnati nel settore. E' il segno distintivo 
di un vero uomo di spettacolo, una razza di 
cinematografari purtroppo in estinzione. 


f 4 


ne of exploitation cinema’s grea- 
O test and most prolific showmen, 

Harry H, Novak (nee Novack) 
began his career in the motion picture bu: 
ness by working forRKO Studios’ office in 
Chicago, his hometown. His first job was in 
providing RKO owned theatres with press- 
books and posters. After military service 
during WW2, he rejoined RKO in Los 
Angeles. In his new capacity, Novak desi- 
gned the advertising campaigns for RKO 
product, as well as selling the films nation- 
wide. When RKO ceased production in 1957, 
Novak found film distribution work at 
National Film Service and then with disui- 


Uschi Digant (left) and Maria Arnold (centre) in The Godson (1971) 
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Marsha Jordan as Marsha, the Erotic Housewife (1970). 


butor Seymour Borde. While booking ex- 
ploitation films for Borde and his JEM di- 
stribution branch, Novak acquired Peter 
Perry's Mr. Peter's Peis and Knockers Up 
(both 1962) and Lewisand Friedman’sBlood 
Feast (1963), Hisexperience in film promo- 
tion, sales and marketing determined his 
destiny and gave him the foundation he 
needed for making a fortune out of some of 
the cheapest, crudest films ever made 
through lurid and sensational advertising 
techniques and a thorough knowledge of 
how to sell a film to theatres and drive-ins, 
After meeting film writer and director Pete 
Perry, Novak joined forces with Perry and 
producer Max Gardens in distributing their 
nudie-monster comedy, Kiss Me Quick! 
(1964), The tremendous success of Kiss Me 
Quick!, one of the most popular nudies with 
its mix of traditional monsters and strippers, 
propelled Novak and his Boxoffice Interna- 
tional into the forefront of exploitation film 
production and distribution. 

Kiss Me Quick! tells of Sterilox, an alien 
being sent to Earth to abduct girls for his 
home planet Droopiter in the Buttless ga- 
laxy. Itarrives at the castle of Dr. Breedlo- 
ve and his creatures that include Franken- 
stein’s monster and Dracula. The hilarious 
Dr. Breedlove, who has a neck brace, lip- 
stick scars and a Bela Lugosi accent, has 
himself been kidnapping and hypnotising 
beautiful women for use as sex slaves, The 
rest of Kiss Me Quick! follows the usual 
nudie formulaof very beautiful girls, in real 
life professional striptease dancers, mode- 
ling and dancing for the cameraas Breedlo- 
ye and Sterilox examine them. The cinema- 
tographer of Kiss Me Quick! was Laszlo 


Still trom The Notorious Cleopatra (1970) 


Kovacs, who later found great renown in 
mainstream Hollywood. 

Novak’s skill in creating exciting press 
material and ad campaigns was.a powerful 
factor in the success of his pictures. While 
distributing the exploitation films of other 
production houses, Novak and nudie produ- 
cer Ted Paramore made The Agony of Love 
(1965), another highly profitable adult film. 
The Agony of Love was directed by William 
Rotsler and featured Pat Barrington as a 
housewife who becomes a prostitute for 
personal thrills. In his interview published 
in the eigth issue of Cult Movies & Video 
magazine, Novak spoke about this film: 
«Agony of Love is based on a true story. 1 
know, because I knew the people involved. 
The genesis of that film came from a lun- 
cheon I had with a group of my associates at 
Ben Frank's. Bill Roisler was there, and a 
couple of others. And while we were eating 
lunch, a beautiful blonde walked by and I 
mentioned that I knew her. AndI did know 
her, and her family. Ske was a married 
woman, a preity wealthy woman, but she 
was unhappy at home. She felt she’ d missed 
out on the fun in life and actually envied the 
prostitutes because, to her, those seemed 
like the kind of women who had a lot of fun 
all the time. So, she became a prostitute, not 
because she needed any money, but to have 
‘fun, She lived a double life for quite a while 
and managed to keep the secrets. 

Until one day, her friend set her up with a 
guy, and this fellow came over to her rented 
place and they gotit onin the dark together. 
Then when she turnedon the light, she found 
she'd just turned a trick with her own hu- 
sband! That's when the troubles began. 
But when! mentioned these things, myfriends 
thought this sounded like a ready made 


Still from The Secret Sex Lives of Romeo and Juliet (1968). 


scenariofor afilm,and that’ show Agony of 
Love began.» 

Novak and Paramore continued to purchase 
and distribute the numerous adult films of 
otherexploitation creators, including Barry 
Mahon (Nudes, Inc.; Crazy, Wild and Cra- 
zy; The Beast That Killed Women; Nude 
Scrapbook), Joe Sarno (The Naked Fog; 
Flesh and Lace; Red Roses of Passion; My 
Body Hungers), Lou Campa (Artist's Studio 
Secrets; Cool It, Baby; Miniskirt Love; Venus 
in Furs), John Lamb (Mondo Keyhole) and 
Leroy Griffith (Mundo Depravados), befo- 
re they ended the partnership in 1967 over 
still unpublicized differences. 


ee 


Of the many films that Novak handled inthe 
late Sixties, the most well known is Mantis 
in Lace (1968), again directed by Rotsler, a 
nudie-horror or ghoulie, in which a lovely 
go-go dancer portrayed by Susan Stewart 
slaughters men while under the influence of 
the drug LSD. A second, more graphic 
version of the film was released as Lila for 
the strictly adult theatres. Director Rotsler 
explained the reasons of these different 
versions: «The original script, written by 
producer Sanford White, was like this: girl 
takes LSD, kills guy, takes LSD, kills guy, 
and so on for 80 minutes. It was boring! I 
rewrote the script to tryand openit up some, 


Still from The Godson (1971), directed by William Rotsler and produced by Harry H. Novak. 
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Still from The Godson (1971) by William Rotsler. 


provide characterizations, The producer 
wanted more blood in the film and I didn’ t. 
! intentionally avoided lots of blood becau- 
se! wanted to suggest more than what was 
actually shown.» So, producer and directo- 
1’s disagreements produced inevitably two 
versions of the same film. Both pictures 
eamed a fortune and resulted in Novak's 
decision to expand his company to the inter- 
national level. This in tum prompted the 
need to produce and acquire more films to 
supply thenew overseas exhibitors, particu- 
larly in the Orient. He renewed his associa- 


tion with Pete Perry, releasing films like 
The Notorious Cleopatra, Tobacco Roody 
(both 1970), The Toy Box (1971), and Plea- 
se, Don’t Eat My Mother! (1972). 

Novak rejected the advent of hard-core por- 
nography, as so many of hiscontemporaries 
did, and continued to produce and distribute 
horror, comedy, “hillbilly”, andaction films 
that were very sexy but well within the self- 
imposed limits of traditional softcore sex- 
ploitation. His partnership with Perry ended 
in 1975. 

In the Seventies, Boxoffice also released a 


‘Adulterer Georgia (Marsha Jordan) with Cal (Chuck Lawson) in Sweet Georgia (1970). 
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Still from Wild, Free and Hungry (1970) by Gary Graver. 


handful of low-budget horror films, which 
were I Drink Your Blood (1971), Rattlers, 
The Child (both 1976), Axe (1977), Kidnap- 
ped Coed, and Hitch Hike to Hell (both 
1978). 

By the late Seventies, the drive-ins and 
second level movie theatres were closing 
quickly. The public’s rapidly declining in- 
terest in low budget theatrical features for- 
ced Novak to scale down Boxoffice Interna- 
tional considerably and cease film produc- 
tion totally. It was the scenario that affected 
every creator of exploitative entertainment. 
After closing down Boxoffice International 
in 1978, Novak formed Valiant Internatio- 
nal Pictures (VIP), releasing hard-core sex 
films, such as Sissy’ s Hot Summer (1979), 
Sweet Surrender, Leather Persuasion (both 
1980), and Moments of Love (1983). 

As active as ever, Novak now oversees the 
licensing of his huge inventory of exploita- 
tion pictures to cable, video and pay-TV on 
an international level. 

He has also joined forces with Mike Vraney 
of Something Weird Vidco to release his 
films. As a distributor and seller of low 
budget features, Novak was one of the great 
talents in exploitation, He has always main- 
tained a low profile as a public personality, 
yet has a genius for taking a low budget 
effort and creating flamboyant, explosive 
and lurid marketing campaigns that surpass 
the unexciting techniques of today’s film 
advertising experts. The mark of a truce 
showman, a vanishing breed of filmmaker, 


William Rotsler filming a naked girl with his camera. 


arry H. Novak (& Itat civil No- 

vack), un des hommes de spectacle 

les plus extraordinaires et produc- 
tifs du cinéma exploitation, commenga sa 
carritre dans le monde de la cellulotde avec 
la RKO, travaillant dans les bureaux de 
Chicago, sa ville natale. La premiére fonc- 
tion qu'il remplit auprés de cettecompagnie 
fut de réapprovisionner les cinémas dont 
elle était propriétaire, de brochures pour la 
presse etd'affiches. Apres le service militai- 
re, accompli pendant la deuxitme guerre 
mondiale, il consolida le lien avec la RKO, 
cette fois-ci au sitge 4 Los Angeles, Son 
nouvel emploi consistait 8 élaborer des 
campagnes publicitaires et vendre a I'éche- 
lon national des productions du studio. 
Lorsque la RKO ferma ses portes en 1957, 
Novak trouva un travail dans la distribution 
cinématographique, au National Film Ser- 
vice et ensuite chez le distributeur Seymour 
Borde. Alors qu'il achetait des films d'ex- 
ploitation pour Borde et sa branche de di- 
stribution JEM, Novak acquérit Mr, Peter's 
Pets et Knockers Up, tous les deux tournés 
par Peter Perry en 1962, et Blood Feast 
(1963) de Lewis et Friedman. 
Son expérience dans la promotion, la vente 
et le marketing dans le domaine cinémato- 
graphique détermina son destin et lui four- 
nit les bases qui lui permirent de faire fortu- 
neavec quelques films les moinschers et les 
Plus puérils jamais produits, avec des tech- 
niques publicitaires d'effct et 4 sensation et 
A travers une profonde connaissance de la 
technique de vente aux gérants des salles de 
cinéma ou des drive-i 
Novak rencontra le scénariste et metteur en 
scéne cinématographique Pete Perry et 


ensemble avec le producteur Max Gardens, 
ils organisérent la distribution de Kiss Me 
Quick! (1964), une comédie sexy-horror, 
c'est--dire un nudie-monster. Le succés 
retentissant de Kiss Me Quick/, un des nu- 
diesles plus populairesavec son mélange de 
monsires classiques et de strip-teaseuses, 
plaga Novak et son Boxoffice International 
ausommetde laproduction etde la distribu- 
tion dans le secteur cinématographique de 
Vexploitation 

Kiss Me Quick! raconte l'histoire de Steri- 
lox, un Gre extraterrestre envoyé sur terre 


Uschi Digart and Debbie McQuire in The Godson. 


afin de kidnapper des filles pour sa plantte 
natale Droopiter de la galaxie Buttless. Il 
arrive au chateau habité par le Dr. Breedlo- 
ve et ses créatures qui comprennent le 
monstre de Frankenstein et Dracula. Un 
collier orthopédique, des traces de rouge & 
lévres et un accent fagon Bela Lugosi, le 
sympathique Dr. Breedlove est lui-méme 
un ravisseur et hypnotiscur de femmes trés 
belles qu'il utilise comme esclaves sexuel- 
les. Pour le reste, Kiss Me Quick! suit la 
formule habituelle du nudie, selon laquelle 
des filles plantureuses — dans la vie réelle, 


? 
ya] 


Barbara (Pat Barrington), the unusual prostitute, with a customer in The Agony of Love. 
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Georgia (Marsha Jordan) with his step-daughter Virginia (Barbara Mills) in Sweet Georgia 


professionnelles du sirip-tease — posent et 
dansent devant la caméra, alors que Bree- 
dlove et Sterilox les examinent. Le caméra- 
man de Kiss Me Quick! fut Laszlo Kovacs, 
qui plustard a acquis une grande renommée 
dans la Hollywood de série A. 

L/habileté de Novak pour la création de 
séduisants carnets de presse et de campa- 
gnes publicitaires envodtantes, fut un fac- 
teur déterminant pourle succes de ses films, 
Alors qu'il continuait la distribution des 
films d'exploitation produits par d'autres 
maisons, Novak et le producteur de mudies 
Ted Paramore présenidrent The Agony of 
Love (1965), un autre film lucratif pour 
adultes. The Agony of Love fut dirigé par 
William Rotsler, et Pat Barrington joue le 
role d'une ménagére se prostituant de son 
gré. Dans son interview, publiéedans len. 8 
de la revue Cult Movies & Video, Novak a 
déclaré apropos dece film: «Agony of Love 
est basé sur une histoire vraie. Je le sais car 
Jeconnaissais les personnes impliquées. La 
génése de la pellicule survint pendant un 
repas chez Ben Frank avec quelques colla- 
borateurs, Il y avait Bill Rotsler et deux 
autres personnes. Alors que nousmangions, 
une charmante blonde passa che: luiet je fis 
part que je la connaissais. Je la connaissais 
ainsi que sa famille. C’était une femme 
mariée, assez aisée, mais malheureuse dans 
son ménage. Elle sentait qu'elle était en 
train de perdre les joies de la vie et enviait 
sérieusement les prostituées qui, selon elle, 
devaient étre le genre de femmes qui savent 
en jouir pleinement. Ainsi, elle devint une 
Prostituée, pas pour besoin d'argent, mais 
seulement pour en profiter. Pendant un 
certain temps, elle mena une double vie etfit 
en sorte de ne laisser rien deviner. 


100 BIZARRE SINEMA 


Jusqu‘au jour ot son protecteur lui prit un 
rendez-vous avec un type dans Vapparte- 
ment quelle avait loué. Its firent l'amour 
dans le noir. Lorsque la femme alluma, elle 
découvrit avoir fait une passe avec son 
mari! Et les ennuis commencérent, 

Alors que je racontais ces choses, mes amis 
pensérent que cela ressemblait dun scéna- 
rio fin prét pour un film et ainsi naquit 
Agony of Love.» 

Novak et Paramore continuérent & acheter 
et distribuer de nombreux films interdits 
d'autres créateurs de Vexploitation parmi 
lesquels Barry Mahon (Nudes, Inc.; Crazy, 


Wild and Crazy; The Beast That Killed 
Women; Nude Scrapbook), Joe Sarno (The 
Naked Fog: Flesh and Lace; Red Roses of 
Passion, My Body Hungers), Lou Campa 
(Artist's Studio Secrets; Cool It, Baby, 
Miniskirt Love; Venus in Furs), John Lamb 
(Mondo Keyhole) et Leroy Griffith (Mundo 
Depravados), avant de mettre fin & leur 
coopération pour causes qui n'ont pas enco- 
re été divulguées, 

Des nombreux films que Novak commer: 
cialisa vers la fin des années Soixante, le 
plus fameux est sans aucun doute Mantis in 
Lace (1968), toujours dirigé par Rotsler, un 
nudie-horror (ou ghoulie), dans lequel une 
charmante ballerine, interprétée par Susan 
Stewart, massacre les hommes sous I'in- 
fluence du LSD. Une deuxiéme version du 
film, plus excessive et truculente, circula 
‘sous Ic titre de Lila dans les salles réseryées 
strictementaux adultes, Le metteur en sctne 
Rotsler a expliqué les raisons de ces deux 
versions différentes: «Le scénario original, 
rédigé par le producteur Sanford White, 
était le suivant: la fille prend du LSD et tue 
un type, reprend du LSD et en tue un autre 
et ainsi de suite pendant 80 mn. C’était irés 
monotone! J’écrivis d nouveau le scénario, 
enessayant d'insérer quelques variantes et 
de caraciériser les personnages. Le pro- 
ducteur voulait plus de sang dans le film, 
mais moi j'étais d’avis contraire. De mon 
c6té, j évitaisintentionnellement les flots de 
sang car je voulais sugeérer quelque chose 
de plus et montrer peu.» Ce profond désac- 
cord entre producteur et cinéasie aboutit 
inévitablement a deux versions finales. 
Les deux pellicules rapportérent beaucoup 
d'argent & Novak qui prit la décision d'éten- 


Barbara (Pat Barrington) having sex with one of his customer in The Agony of Love. 


dre sa société au niveau international. Cet 


2 2 SHE'S RADIO'S ANSWER 0 SHE'S RADIO'S ANSWER 

Gat de chose provoqua son tour la néces- TO FANNY HILL — Cor oy MOEL AR 
Bee TURN HER ON AND 

sité de réaliser ct d'acheter un plus grand Asya alot Fibs ucla es 


nombre de films pour satisfaire les deman- ERE oles 
des des nouvelles agences d'outre-mer, et 
Surtout celles en Orient, Le fameux rapport 
de travail avec Pete Perry donna enue autre 
de bons résultats comme The Notorious 
Cleopatra, Tobacco Roody (tous les deux 
en 1970), The Toy Bax (1971) et Please, 


Don't Eat My Mother! (1972). bce? Dirty Mind 

Novak refusa l'avénement de la pornogra- of Young Sally 

phie hard core, comme le firenta plupartde eras . be 

sa génération et continua 4 produire et di- acon See pet as het een lls 


stribuer des films d'horreur et d'action, des 
comédies brillantes ct "champétres”, assai- 
sonnés de beaucoup d’érotisme mais tou- 
jours dansleslimites quit timposé, re- 
spectant la tradition soft du sexploitation. 
Sacollaboration avec Perry prit fin en 1975. 
Aucours di Soixante-dix,la Boxof- 
quelques filmsd'horreur 
a x ment! Drink Your Blood 
(1971), Rattlers (1976), The Child (1976), 
Axe (1977), Kidnapped Coed (1978) et Hitch 
Hike to Hell (1978). 

Vers la fin de cette décennie, les drive-ins et 
les cinémas de deuxitme catégorie ferme- 
rent les uns aprés les autres. L'intérét du 
public pour les produits & bas prix décrois- 
lement et obligea Novak a redi- 
mensionner considérablementla Boxoffice 
International, arrétant complétement la 
production filmique. Le véritable probléme 
qui affligeait les créateurs du secteur, était 
les idées pour les scénarios. 

Aprés avoir fermé les portes dela Boxoffice 
International en 1978, Novak créa la Va- 


Two original versions of advertisement for Bethel G. Buckalew's The Ditty Mind of Young 
Sally (1973). 


liant International Pictures (VIP), sous la- Pe ; 

quelle il diffusa des films pornos du genre Red-haired Sharon Kelly, protagonist of The Dirty Mind of Young Sally. Photo from an adult 
Sissy's Hot Summer (1979), Sweet Surren- magazine of the Seventies. Sharon Kelly later became famous as porn star Colleen 
der, Leather Persuasion (tous les deux en Brennan, who starred in many hard core movies. 


1980) et Moments of Love (1983). 

Plus actif que jamais, Novak gére mainte- 
nant, au niveau international, son énorme 
patrimoine de films d'exploitation par Vin- 
termédiaire de vidéocassettes et a travers la 
programmation par cable ou les télévisions 
payanies. Il aaussi uni ses forces avec celles 
de Mike Vraney de Something Weird Video 
pour diiffuser ses films, 

Comme distributeur et vendeur de specta- 
cles produits & bas prix, Novak a été un des 
grands talents de l'exploitation. Bien qu'il 
soitconsidéré un personnage publicau profil 
bas, Novak a démontré une habileté pronon- 
cée en prenant en main des ceuvres de 
médiocres qualités eten créantderutilantes 
campagnes de lancement, explosiveset flam- 
boyantes, qui dépassent de loin les froides 
techniques des experts publicitaires actuels 
du secteur. C'est le signe distinctif d'un vé- 
ritable homme de spectacle, une race de 
gens de cinéma malheureusement en voie is a 
de disparition. Erotic still from Plesae, Don't Eat My Mother (1972) by Carl Monson. 
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Harry H. Novak 
Movie Gallery 


Above and opposite: Harry H. Novak presents sillls from Kiss Me Quick! (1964), his first success as a movie distributor, 
This film was directed by Seymour Tuchas (alias Pete Perry) and produced by Max Gardens. 
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A FREUDIAN FANTASY FILMED IN COLOR! 
THE SCREEN TREMBLES IN ECSTASY...VOLUPTUOUS GIRLS 
REVEAL THEMSELVES COMPLETELY IN INTIMATE AND 
SENSUAL SCENES WHICH PROVIDE TOTAL EXPOSURE 
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NOW FROM HOLLYWOOD—THE BIG ONE 
THAT YOU CAN'T AFFORD TO MISS! 


HARRY H. NOVAK PRESENTS 


AGIRL WHO NEEDED 
SOMEONE —BUT 
COULD TAKE 
ANYONE 


OF FANNY 
i; 


THE SECRET 
ROMEO & JULI 


THE TORPEDO OFFICER OF THE SKIRT PATROL FOUND 


HIS BEST ACTION IN THE DESER 


++ HE COULD 
ALWAYS SKIMDIVE ON LEAVE! 


105s THE SCREEN! 
‘spnsaps ACROSS THE 

rerouR Eris —WHEN TF 

| you wont BELEVEYO! 

| vow ‘ 


voor 8 \-] LOVER... couoR 
N aaa 


Top; Original movie poster forLila (1968) and director William Rotsler with Pat Barrington in a still from the same movie. 
Above: Still from Dwayne E. Avery's Weekend Lover (1969) and original poster for the same movio. 
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Pat Barrington as the protagonist in stills from William Rotslor's The Agony of Love (1965), based on an original story by Harry H. Novak. 
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“the wost beautiful cxploitation film } 
as ever produced...” 
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Pages from the campaign manual of Pete Perry's The Secret Sex Lives of Romeo and Juliet (1968) and stills from the same movie, 
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Jf motion picture 
Wf ever aaule (i MOLLWoOD... 


The Notorious. 


Top: Pages from the campaign manual of Dwayne E. Avery's The Exotic Dreams of Casanova (1970). 
Above: Original movie poster for Pate Perry's The Notorious Cleopatra (1970) and Sonora as Queen of Egypt. 
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~enaes DLEASE 
DON’T EAT MY MOTHER! 


THE HILARIOUS TALE. 
OF A STRANGE. 
HOUSEPLANT 


NEIGHBORHOOD 
PETS TO MORE 
|). SUCCULENT DISHES 


THERE ONCE WAS A PIGKEEPER'S DAUGHTER 
‘WHORAISED WHAT SHE SHOULDN'T OUGHTER 
‘SO ALLTHE BOYS CAME 
AS THEY PLAYED HER GAME. 
‘AND TOOK HER THREE PIGS WHEN THEY CAUGHT'ER 


i 


She broughta 
new meaning to 
the phrase — 
“DRIVING A 
HARD BARGAIN”! 


Dresricres To 
| ADULTS 


Top: Original movie poster of Carl Monson's Please, Don't Eat My Mother! (1972), and Alicia Friedland in the same movie, 
Above: Bosom Gina Paluzzi in Bethel G. Buckalew's The Pigkeeper's Daughter (1972) and original movie poster. 
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WARY NOYAKPFOUDLY PRESENTS 


1p THEM 
ney KEE! 
50 THAT'S HOW try FARM! 


‘ANY MAN COULD HAVE HER... 
BUT ONLY THE HARDEST 
WAS A MATCH FOR- 


SHE WAS 

READY, 
WILLING, ; 

AND'HOTTER THAN { 


3 ! SHE MADE. %, 
THE DESERT SUN! PLownOYS ; 
“INTO. ~ 


PLAYBOYS!- 


Top: Original movie poster of Bethel G. Buckalew's County Cuzzins (1971) and its protagonist Rene Bond. 
Above: Marsha Jordan, the protagonist of Edward Boles' Sweet Georgia (1970) and original movie poster. 
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Marsha Jordan in a hot sequence from Odd Tastes (1969), directed by Don Davis. 
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» . a eae | 
Over-developed Chesty Morgan, protagonist of Doris Wishman's Deadly Weapons (1973) and Double Agent 73 (1974). 
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Doris Wishman 


Grand Dame of Gimmick 


«1 like my films, otherwise I don’t make 
them. I have to think they're marvelous, 
great, and wonderful, otherwise I don't get 
involved. Of course they may not always 
turn out that way, but I have to feel that. It's 
a challenge, it's exciting, and I enjoy what 
I'm doing, and that's very important.» 
Doris Wishman 


man é forse la pit fantomatica perso- 
nalita di questo tipo di cinema. Le foto 
pubbliche della riservata produtirice e ci- 
neasta sono praticamente inesistenti, ¢ solo 
di recente ha acconsentito a lasciarsi inter- 


S chiva ed amabile signora, Doris Wish- 


vistare da diversi giornalisti: proprio 'op- 
posto di una donna di spettacolo, almenonel 
senso tradizionale del termine. 

La Wishman fecc il suo ingresso nel mondo 
della celluloide prestando la sua opera nel 
servizio distribuzione del magnate cinema- 
tografico Joseph E. Levine, sul finire degli 
anni '50, Allamorte del marito, col quale gia 
si cra trasferita in Florida, ambient la sua 
prima produzione, Diary ofaNudist(1961), 
in un campo nudista a Homestead, la regio- 
ne devastata dal tornado Andrea nel settem- 
bre 1992. Ad essa fece subito seguire altri 
nudies: Nude on the Moon (1962), dove 
alcuni astronauti scoprivano, muovendosi 
su un'improbabile superficie lunare, una 


razza di naturiste governate da una splendi- 
daregina; ¢ Blaze Starr Goes Nudist (1962), 
un film in cui la stella americana dello spo- 
gliarello era nella finzione un’attrice cine- 
matografica resa insofferente dalla gloria, 
che riusciva a ritrovare la serenita interiore 
solo convertendosi al nudismo! 

Fatto ritorno a New York, l'indipendente 
Wishmancontinud il suoecletticoitinerario 
attraverso l'industria del cinema “povero", 
scrivendo, producendo e dirigendo la sua 
personalissima e inconfondibile cinemato- 
grafia. Angustiata continuamente dal pro- 
blema della scarsezza dei finanziamenti, 
spessoha dovuto investire in un film denaro 
proprio ¢ della sua famiglia. A riprova di 


Seven nude female bottoms from Playgirls International (1983), a classic nudist camp film. 
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Famous stripper Blaze Starr in Blaze Starr Goes Nudist (1962) 


cid, la sua compagnia di produzione, la 
JURI, prende la denominazione dall'unione 
delle prime lettere del nome di battesimo di 
due familiari, Judith e Richard. 

Se adesso gran parte dei suoi film sta rie- 
mergendodal limbo grazie alle videocasset- 
te, quelli che la Wishman realizzd con la 
spogliarellista naturalmente ipersviluppata, 
¢ perennemente imbronciata, Chesty Mor- 
gan sono da tempo conosciutissimi ovun- 
que. Deadly Weapons (1973) il suo segui- 
to, Double Agent 73 (1974), si segnalano 
anche per essere tra le opere di sexploitation 
pill sfrenatamente eccentriche. La Wish- 
man ha dichiarato che, fra tutte le attrici con 
cui ha lavorato, la pid difficile & stata sen- 
zalwo Chesty. In Deadly Weapons, la spia 
Chesty sopprimeva gli agenti nemici col- 
pendoli violentemente col suo peut gigan- 
tesco, Chesty tornava in Double Agent 73 
per eliminare altri ayversari, ¢ fotografare 
Poii loro volti senza vita con una macchina 
fotograficaimpiantata in unadelle sue poppe: 
una procedura assai dubbia in termini di 
controspionaggio. Perché fotografare i 
nemici una volta che, morti stecchiti, non 
sono pitt una minaccia? Eccentricita, e ba- 
sta! Ambedue le pellicoleriempirono le sale 
del circuito riservato al sexploitation, pri- 
mariamente a causa di quello spettacolo per 
ali occhi che erano Chesty ed il suo seno di 
73 pollici (circa 185 cm.), ¢ non tanto per la 
sua recitazione fredda e distaccata, 

Altre sensazionali pellicole della Wishman, 
sempre basate sullo sfruttamento delle biz- 
zarrie pil estreme, comprendono The Ama- 
zing Transplant (trapianto del pene), Let Me 
Die a Woman (transessualita, con il cast 
formato da yeri transessuali) eKeyholes Are 
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for Peeping (scopofilia). Rimasta a New 
York, verso la meta degli anni ‘60, allor- 
quando i nudies non appassionavano pit il 
pubblico, passd ai roughies, quei film di 
sexploitation che sono un concentrato di 
violenza e sesso. Tra questi Indecent Desi- 
tes, Too Much Too Often (entrambi del 
1967) € il classico del genere Bad Girls Go 
to Hell (1965),recante uno dei pid significa- 
tivi titoli tra quelli dei film d'exploitation di 
tutti i tempi. L'ultimo film conosciuto della 
Wishman, A Night to Dismember (1983), 
noné stato mai completato, 

Sfortunatamente, il video non rende giusti- 


zia alle sue pellicole: l'gptimum sarebbe 
guardarle in perfetta solitudine sul grande 
schermo di un cinema fatiscente nella de- 
radata periferia di una metropoli, in un 
pomeriggio piovoso. 

A conti fatti, un film della Wishman ha in 
comune con le altre pellicole di sexploita- 
tion le donne stupende, la violenza ¢ la 
morte, i personaggi sordidi e i soggetti 
demenziali. Quello che differenzia un film 
della Wishman da tutti gli altri @ l'inosser- 
vanza, se non il rifiuto, dei principi e dei 
metodi che sono alla base di ogni opera di 
cinema. La sua macchina da presasi muove 
a zig-zag, come un ubriaco barcollante, 
focalizzandosi spesso sul mobilio, i piedi, le 
pareti e su degli oggeuti apparentemente 
insignificant, invece che sulle face, 

I dialoghi nei suoi film venivano rifatti 
completamente al momento del doppiag- 
gio. Una delle principali caratieristiche del 
“marchio di fabbrica" Wishman @ l'oscura- 
mento delle labbra degli atiori, oppure !'in- 
quadratura di nuca delle loro teste, mentre 
pronunciano parole fuori sincronia. Ed era 
proprio la Wishman a creare questi effetti 
durante il montaggio. La sua tecnica di 
montaggioé brusca, al limite del fastidioso, 
¢ talvolta, in uno stesso film, venivano im- 
piegate pellicole di differente qualita, con- 
ferendo al bizzarro procedimento un esito 
che ammalia e insieme sconcerta. Questa 
inquietante ¢ ipnotica sensazione di vedere 
alcune realta alternative dell'esistenza, abi- 
tate da persone non pid di questa terra, non 
@ affatto sgradevole, ma si trova soltanto a 
un milione di miglia di distanza dal modo 
conyenzionale di fare cinema. Ecco fornita 
Tesatta chiave di lettura di una sua opera: 
quello che vediamo @ quanto di pid prossi- 


Still from Blaze Starr Goes Nudist (1962), a nudist camp movie classic. 


Two beautiful Moon nature girls in Nude on the Moon (1962). 


mo ad un sogno febbricitante un film sia in 
grado di somigliare senza averne l'intenzio- 
ne, Infatti, le produzioni che cercano di rico- 
struire un delirio, studiando con meticolosi- 
ta la sua realizzazione, non riescono a con- 
seguire quello straordinario effetto di allu- 
cinata fantasia. Le inquadrature strane ed 
oblique non sono rare in un film della Wish- 
man, e I'assunzione di non attori per i ruoli 
principali conferisce alle sue creazioni uno 
stile anomalo, da cinema-verita sotterraneo, 
cheé unico come un'impronta digitale. L'im- 
pronta che identifica Doris Wishman. 


shy and sweet lady, Doris Wish- 
& manis perhaps sexploitation'sleast 

heralded filmmaker. Publicity 
photographs of the reclusive producer and 
director are virtually nonexistent, she is not 
a "showman" in the traditional sense, and 
only recently did she agree to sit for several 
interviewers. 
Wishman first entered the film business 
through distribution work for movie mogul 
Joseph E. Levine in the late Fifties, then 
moved to Florida with her husband. After 
his death, Wishman made her first produc- 
tion, Diary of a Nudist (1961), in a nudist 
camp in Homestead, the area devastated by 
Hurricane Andrew in September of 1992. 
Her subsequent films were nudies as well: 
Nude on the Moon (1962), in which astro- 
nauts discover a race of naturists led by a 
beautiful queen on an undecidedly non- 
lunar surface, and Blaze Starr Goes Nudist 
(1962). In that film, America’s striptease 


star portrays a film actress disaffected by 
fame and only finds peace of soul by beco- 
ming a nudist! 

Returning to New York City, the indepen- 
dent Wishman continued her eclectic jour- 
ney through low budget filmmaking by 
writing, producing and directing her uni- 
quely personalized brand of motion picture. 
She has always suffered from inadequate 


financing, often investing her own money 
or that of her family ona picture. In fact her 
production company nameJURTis based on 
the names of two family memebers, Judith 
and Richard. 

While many of her films are resurfacing on 
video, her best-known productions are the 
two movies she made with the naturally 
over-developed, bored looking stripper 
Chesty Morgan: Deadly Weapons (1973) 
and its sequel, Double Agent 73 (1974). 
These are two of the most gimmick driven 
exploitation films ever made. Of all of her 
performers, Wishman said that the most 
difficultto work with was Chesty. In Deadly 
Weapons, Chesty the spy suffocates enemy 
agents by smothering them with her gigan- 
tic bosom, In Double Agent 73, she returns 
toassassinate more adversaries, then photo- 
graphs their dead faces with a camera im- 
planted in one of her breasts, a rather du- 
bious method of counter-intelligence. Why 
photograph yourenemies once they are dead 
and no longer a threat? Gimmicks! Both 
films were popular on the sexploitation 
movie theatre circuit, primarily due to the 
visual spectacle of Chesty and her 73” bust, 
if not her cooly detached performances. 
Other amazing Wishman films that were 
guided by the most extreme of exploitative 
gimmicks include The Amazing Transplant 
(penis transplantation); Let Me Die a Wo- 
man (transexualism, casting real transexuals) 
and Keyholes Are for Peeping (voyeurism). 
‘When the nudies no longer drew an audien- 
ce in the mid-Sixties, she started making 
roughies in New York City, the stronger ex- 


‘An American spaceman discovers a moon beauty in Nude on the Mcon (1982). 
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ploitation films that concentrated on violen- 
ce and sex. These included Indecent Desi- 
res, Too Much, Too Often (both 1967) and 
one of the best titled exploitation movies of 
all time, Bad Girls Go to Hell (1965), a 
classic of the genre. Wishman's last known 
movie, A Night to Dismember (1983), re- 
mains uncompleted. 

Videotape cannot do justice to her pictures. 
They are best viewed alone, on the big 
screen of a decaying theatre in a disreputa- 
ble neighborhood of a big city on a rainy 
afternoon. 

What a Wishman film ultimately shares 
with other sexploitation films arc beautiful 
women, violence and death, sordid charac- 
ters, and insane plots, What differentiates a 
Wishman film from all others is her total 
disregard, if not rejection of basic movie 
making practices and principles. Her came- 
ra wildly moves like a staggering drunk, 
often focusing upon furniture, feet, walls 
and other seemingly trivial objects instead 
of faces, 

‘The dialog in her pictures is completely 
dubbed. A major Wishman trademark is the 
obscuring of the characters’ lips or the pho- 
tographing of the backs of their heads as 
they speak unsynchronized words. Wish- 
man did this to cover herself in the editing 
room. Her editing itself isabruptto the point 
of jarring, and different brands of film stock 
are sometimes employed in one movie, 
giving a fascinating, disorienting feel to the 
bizarre proceedings. This uncasy, hypnotic 
sense of viewing some altemate reality of 
existence presenting people not of this earth 
is not unpleasant, merely a million miles 


Still from My Brother's Wife (1966). 
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My Brother's Wife (1966). 


Still from 


away from conventional filmmaking. And 
here we have the very key to a Wishman 
movie: what we are seeing is as close to a 
fever dream as a film can unintentionally 
duplicate. The most meticulously planned 
productionscannot comeclose to achieving 
this damned sense of hallucinogenic fanta- 
sy. Strange, oblique camera angles are not 
strange ina Wishman filmand her casting of 
non-actors in leading roles gives her pro- 
ductionsa weird cinéma-vérité underground 
style that is unique as.a human fingerprint. 
The fingerprint of Doris Wishman, 


oris Wishman, réservée et aima- 
D ble, est peut-étre la personnalité 

la plus fantomatique de ce genre 
de cinéma. Les photos publiques de cette 
productrice et cinéaste discréte sont prati- 
quement inexistantes, et seul récemment 
elle a accepté de se laisser interviewer par 
plusieurs journalistes: justement l'opposé 
d'une femme de spectacle, tout au moins 
dans le sens traditionnel du terme. 
Wishman fit son entrée dans le monde de la 
celluloide en travaillant dans le service de 
distribution du magnat cinématographique 
Joseph E. Levine, vers la fin des années 
Cinquante. A la mort de son mari — ils 
s'étaient transférés en Floride—elle réal 
sa premitre production, Diary of a Nudist 
(1961), dans un camp de nudistes 4 Home- 
stead, la région dévasiée par le tornade 
André en septembre 1992. Puis suivirent 
d'autres nudies: Nude on the Moon (1962), 
ob quelques astronautcs découvraient, se 
déplagant sur une improbable superficie 
lunaire, une race de naturistes gouvernés 
par une reine splendide; et Blaze Starr Goes 
Nudist (1962), un film dont la star américai- 
ne du strip-tease était dans la fiction une 
actrice qui, ne supportant plus la gloire, ne 
Tetrouvail la sérénité intéricure qu’en se 
convertissant au nudisme. 
Derctoura New York, l'indépendante Wish- 
man continua son itinéraire éclectique 2 
travers l'industrie du cinéma "pauvre", écri- 
vant, produisant et dirigeant sa cinémato- 
graphie wés personnelle et particuliére. 
Continuellement angoissée par le probléme 
du manque de financements, elle a di sou- 
vent investir dans un film son argent et celui 
de sa famille. A titre de preuve, sa compa- 
gnie de production, la JURI, prend la déno- 


Ad for Doris Wishman’s last movie (1978). 


mination de l'union des premiéres lettres du 
nom de deux personnes de sa famille, Judith 
et Richard. 

Simaintenant une grande partie de ses films 
esten train de ressortir des limbes grace aux 
vidéocasseites, ceux que Wishman réalisa 
avec la strip-teaseuse naturellement hyper- 
développée, et toujours boudeuse, Chesty 
Morgan, sont depuis longtemps tres connus 
un peu partoul. Deadly Weapons (1973) et 
sa suite, Double Agent 73 (1974) se distin- 
guent aussi pour étre parmi les ceuvres du 
sexploitation les plus exagérément excen- 
triques. Wishmana déclaré que de toutes les 
actrices avec lesquelles elle a tavaillé, 
Chesty a été sans aucun doute la plus com- 
pliquée, Dans Deadly Weapons, l'espionne 
Chesty supprimait les agents ennemisen les 
frappant violemment avec sa gigantesque 
poitrine. Chesty retournait dans Double 
Agent 73 pour éliminer d'autres adversaires 
et photographier ensuite leurs visages sans 
vie avec un appareil photographique im- 
planté dans un de ses nichons: un procédé 
assez douteux en termes de contre-espion- 
nage. Pourquoi photographier les ennemis 
lorsqu'ils sont raides morts, ils ne peuvent 
plus nuire? Ce n'est que de l'excentricité! 
Les deux pellicules remplirentles salles du 
circuit réservé au sexploitation, &@ cause de 
ce plaisir des yeux qu’éiaient Chesty et sa 
poitrine de 73 pouccs (185 cm. environ), 
mais pas tellement pour son interprétation 
impassible. 

D’autres pelliculessensationnelles de Wish- 
man, toujours basées sur I'exploitation des 
bizarreries les plus extrémes, comprennent 


Double Agent 73 (Chesty Morgan) in action with his "deadly weapons”. 


The Amazing Transplant (grefte du pénis), 
Let Me Die a Woman (transexualité, avec 
des acteurs étant de véritable transexuels) et 
Keyholes Are for Peeping (scopophilic). 
Restant & New York, vers la moitié des 
années Soixante, lorsque les nudies n'inté- 
ressaient plus le public, elle passa aux rou- 
ghies, ces films de sexploitation qui sont un 
concentré de sexe et violence. Elle réalisa 
ainsi /ndecent Desires, Too Much Too Often 
(tous les deux de 1967) ct le classique du 
genre Bad Girls Go to Hell (1965),ayant un 
des titres les plus significatifs parmi ceux 
des films d'exploitation de tous les temps. 
Le dernier film connu de Wishman, A Night 
to Dismember (1983), n'a jamais été achevé. 
Malheureusement, le vidéo ne met pas en 
valeur ses pellicules; l'optimum ce serait de 
les regarder completement seul sur le grand 
écran d'un cinéma délabré dans une ban- 
licue dégradée d'une métropole, un aprés- 
midi de pluie. 

Tout compte fait, un film de Wishman a en 
commun avec les autres pellicules de sex- 
ploitation \es femmes splendides, la violen- 
ceetla mort, les personnages sordideset les 
sujets démenticls.Cequidifférencie un film 
de Wishman de tous les autres est I'inobser- 
vation, ou plutot le refus des principes etdes 
méthodes qui sont a la base de toute @uvre 
decinéma. Sa camérase déplace en zig-zag, 
comme un ivrogne chancelant, s'arrétant 
souvent sur les meubles, les pieds, les murs 
et sur des objets apparemment insignifiants 
au lieu de filmer les visages. 

Les dialogues étaient refaits complétement 
au moment du doublage. Une des principa- 


les caractéristiques du label Wishman est 
lobscurcissementdes lévres des acteurs, ou 
bien le cadrage de leurs nuques alors qu'ils 
pronongaient des mots hors synchronisme. 
Et c'était justement Wishman qui créait ses 
effets pendant le montage. Sa technique de 
montage est brusque, presque fastidieuse et 
quelquefois, dans un méme film, des pelli- 
cules de différente qualitéétaientemployées, 
donnanta ce procédé bizarre un résultat qui 
séduit et déconcerte en méme temps. Cetie 
sensation inquiétante et hypnotique de voir 
certaines réalités altematives del'existence, 
habitées par des personnes n'appartenant 
plus a cette terre, n'est pas en fait désagréa- 
ble, mais est trés éloignée de la fagon con- 
ventionnelle de faire du cinéma, Voici la 
solution exacte d'une de ses ceuvres: ce que 
nous voyons cst un film qui ressemble de 
prés, sans en avoir l'intention, & un reve 
agité. En effet, les productions qui essayent 
de reconstruire un délire, étudiant méticu- 
Jeusement sa réalisation, n'arriventpasa ob- 
tenir cet effet extraordinaire de fantaisie 
éblouissante. Les prises de vue étranges et 
obliques ne sont pas rares dans un film de 
Wishman ect l'emploi d'acteurs non profes- 
sionnels pour les réles principaux apporte 
ses créations un style anomal, genre ciné- 
ma-vérilé souterrain, qui est unique comme 
une empreinte digitale, Liempreinte qui 
identifie Doris Wishman. 
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Doris Wishman Movie Gallery 


Above: Chesty Morgan and her enormous tits in a burlesk dance sequence from Deadly Weapons (1973), whose publicity said: 
«You cant miss the incredible Chesty Morgan and her Deadly Weapons. 73-32-36! Seeing is believing» 
Opposite: Another sequence from the same movie and a publicty photo with unbelievable Chesty in a glamorous pin-up pose. 
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WOMAN REPORTER 
POSES AS A NUDIST 


Enter a secret paradise where 
young starlets retreat to 
find a DIFFERENT way of life! 


See the FAMOUS FIGURE in 
nature's own playground! 
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Original press ads for nudist camp films written, directed and produced by Doris Wishman. 
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SEX WITHOUT SHAME! THE FILM THAT DARES TO BE DIFI 
& ADULIS The WILD get-logethers of a SEX 
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Original pross ads for gimmick films and a photo with Chesty Morgan, famous Double Agent 73. 
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Above: Black Mass bloody scene from Mondo Freudo — The World of Freud (1966) 
Opposite; Maria Lease tortured by the Nazis in Love Camp 7 (1968). 
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Robert Lee Frost 


«Whereas at MGM, the motto was ‘Art for 
the sake of Art,’ ours was ‘Artfor the sake of 
Money.'» 

Robert W. Cresse 


lita ta le pid interessanti e originali 

nel composito panorama dei registi 
del sexploitation, 
‘io degli anni Sessanta costitul un 
sodalizio affiatato e fecondo con il produt- 
tore Robert W. Cresse, col quale fondé la 
Olympic International. Con questa sigla di- 
stribui anche film americani ed europei,con 
Taggiunta di sequenzeerotiche da lui dirette 
per altirare pili pubblico. 
Aluisi devonoclassici del sadismo nei vari 
generi cinematografici: sexy-horror (House 
‘on Bare Mountain), giallo (Surftide 77), 
mondo (Mondo Freudo), psycho-thriller 
(The Animal), sado-nazi (Love Camp 7), 
western (The Scavengers). 
A tutt'oggi perd resta purtroppo un filmma- 
ker da riscoprire ¢ rivalulare pienamente. 


R obert Lee Frost una delle persona- 


Duke of, Sadism 


obert Lee Frost is one of the most 
R interesting and original directors of 

sexploitation. 
At the beginning of the Sixties he started a 
productive association with Robert W. 
Cresse, when they founded Olympic Inter- 
national. Under this name, Frost also distri- 
buted American and European films with 
the addition of some erotic footage, directed 
by him, in order to draw a larger audience. 
Some of his works are classics of sadism in 
different movie genres; sexy-horror (House 
on Bare Mountain), thriller (Surftide 77), 
mondo (Mondo Freudo), sado-nazi (Love 
Camp 7), western (The Scavengers). 
Unfortunately, however, still today he is a 
filmmaker who should be completely di- 
scovered and revalued. 


ans le panorama composite des 
cinéastes du sexploitation, Robert 
Lee Frost est une des personnali- 
tés les plus intéressantes et originales. 
Au début des années Soixante, il composa 


une association féconde et accordée avec le 
producicur Robert W. Cresse, en compa- 
gnie de quiil fonda Olympic International. 
Il distribua également sous ce sigle des 
films américains et européens, y rajoutant 
des séquences érotiques qu'il dirigeait lui- 
méme pour atlirer davantage de public. 
On lui doit des classiques du sadisme dans 
différents genrescinématographiques: séxy- 
épouvante (House on Bare Mountain), poli- 
cier (Surftide 77), mondo (Mondo Freudo), 
psycho thriller (The Animal), sado-nazi 
(Love Camp 7), western (The Scavengers). 
Pourtant, il est encore un filmmaker & redé- 
couvrir et réévaluer pleinement. 
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Robert Lee Frost 
Movie Gallery 


Above and opposite: Stills from House on Bare Mountain (1962), a classic nudie-monster movie. 
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ager Femminile 


Above and opposite: Italian effective “locandina” for Love Camp 7 (1968) and a gallery of tortures, humiliations, submissions, 
and the final vengeance of the female prisoners. In this film also acted sexploitation filmmakers Robert W. Cresse and David F, Friedman. 
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Sex and violence in four stills from The Animal (1967), one of Robert Lee Frost's best film. 


Bondage and sadism in a sequence from The Pick-up (1968). 


128 BIZARRE SINEMA 


PRENDI IL FUCILE... 


“TOWATHON BLISS - MARIA LEASE - MICHAEL DIKOVA 
RODA SPAIN JAMES EMCLARTY / rics 
RUROST / sooseeeeca~ / nomen 


Top: Italian “locandina” for the erotic western The Scavengers (1969) and orgy sequence from the same film. 
Above: Uschi Digart in the same film, influenced by Italian "spaghetti westerns”, 
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Two “mondo” movies by Robert Lee Frost: Sexy Proibitissimo (1964) and Mondo Freudo (1966). 
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Torrid love scenes from Mondo Freudo (1966), Hollywood's World of Flesh (1963), The Pick-up (1968), and Chain Gang Women (1971). 
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Love sequence from Mote! Confidential (1967). 
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A.C. Stephen 


Prince of Confidential 


«I believe insomething: ifI'm inthe restau- 
rant business, I'll give you good food and 
gooddrink, if ’minthe movie business, then 
T'll give you good girls with big bazookas. I 
call them "ticket sellers”.» 

A.C, Stephen 


.C. Stephen ha avuto i natali, col 
A nome di Stephen C. Apostoloff, a 
Burgas, in Bulgaria. Nel 1945, a 
sedici anni venne arrestato dal governo 
comunisia € confinato in un campo di con- 
centramento. Apostoloff fuggi nel 1948 ¢ 
ripard in Turchia, quindi passd in Francia, 
Canada e, infine, negli Stati Uniti, dove 
trovd lavoro presso gli studi della 20th 
Century Fox. Produsse escrisse il suo primo 
film, Journey to Freedom, per la Republic 
Pictures nel 1957: si trata di una pellicola 
basata sulle sue traversie nella terra natale. 
Tisuo primo film di sexploitation fu Orgy of 
the Dead (1965), un assurdo racconto di 
libidinosi non-monti che tornano in vita per 
una sola notte, scritto dall'eccentrico Ed 
Wood junior. 
Scrittore di innumerevoli tascabili peradul- 
ti(BlackLace Drag, Parisian Passions, De- 
ath of a Transvestite), saggista di temi inso- 
liti e scabrosi (Bloodiest Sex Crimes of Hi- 
story, A Study of the Sons and Daughters of 
Erotica, Sexual Practices in Witchcraft and 
Black Magic)  personalita bizzarra (amava 
travestirsi da donna), Ed Woode oggi con- 
siderato uno sceneggiatore e regista di cul- 
to, grazic a pellicole quali Glen or Glenda? 
(1953), Bride of the Monster (1956), Plan9 
from Outer Space (1959) ¢ Sinister Urge 
(1960), tanto che il giovane cineasta Tim 
Burton gli ha dedicato un affettuoso film 
biografico. 
Filmatoin splendidi colori spettrali, Orgy of 
the Dead fu prodotto dalla Astra Produc- 


tions dello stesso Stephen. II film presenta 
la sensuale Pat Barrington (impegnata in 
due ruoli), Fawn Silver, Criswell (uno stre- 
piloso attore-medium presente in altri film 
diEd Wood), William Bates e dieci pettoru- 
te spogliarelliste di Los Angeles. Tra le 


Akinky scene from Suburban Confidential 
ak.a. Suburban Roulette (1966). 


centinaia di sexploitation nudies degli anni 
60, Orgy of the Dead & uno dei pitt famosi. 
La Barrington e Bates interpretano una 
coppia che subisce un incidente d’auto, e 
quando i due riprendono i sensi si ritrovano 
legati ai ceppi in un surreale cimitero, dove 
— insieme al pubblico — sono costretti ad 
assistere a lascive danze di morte, eseguite 
con estro da anime maledette, prive della 
pace eterna peripeccati commessi in vita, A 
istri riti erotici presiedono il Si- 
gnore dei Morti, Ia sua concubina e i loro 
succubi, bramosi delle anime della coppia 
prigioniera. Prima perd che la Silver possa 
tagliare la gola di Bates e della Barrington, 
reclamandoli per il suo oscuro amante e 
signore, l'alba sopraggiunge e ricaccia al- 
I'Inferno gli spiriti dannati. Le tematiche 
tabi della necrofilia, della sottomissione ¢ 
del bondage imperversano selvaggein Orgy 
of the Dead, ma Verolismo stile “rivista per 
soli uomini” ¢ idialoghi da fumetto dell'or- 
rore scritti da Wood conferiscono al film un 
tono che gli impedisce di prendersi troppo 
sul serio o di rasentare il cattivo gusto. Con 
esso Stephen si guadagné la fama di produt- 
tore eregista di pellicole a basso costo dagli 
incassi elevati, e dallo stile personalissimo. 
La pellicola successiva fu Suburban Confi- 
dential (1966), in cui un improbabile medi- 
co introduce i casi segreti di mogli insazia- 
bili che, in assenza dei mariti, intratiengono 
rapporti intimi con riparatori di televisori, 
fattorini d'albergo, commessi viaggiatori ¢ 
altri "intrusi". Il film & ripreso in bianco e 
nero, e le scene raffigurano situazioni di 
travestitismo, ninfomania e tibadismo. 
Subito dopo Stephen produsse e diresse un 
"seguito" stilisticamente simile, Motel Con- 
fidential (1967), che presenta i convegni 
‘amorosi di varie coppie in un albergo a ore 
condotto da un uomo ¢ suo figlio. 
Bachelor's Dream (1967), una delle ulti- 
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Bob (William Bates), his fiancee Shirley (Pat Barrington) and a dancer in Orgy of the Dead. 


missime produzioni del gia decaduto filone 
nudie-cutie (ovvero il cinema" spogliatoma 
con decenza"), somiglia a molti dei primi 
ilm voyeuristici realizzati da Russ Meyer, 
David Friedman e altri ancora; un cittadino 
solitario, ossessionato dal sesso, assiste al- 
Vesibizione di alcune spogliarelliste dall'e- 
Norme scno in un teatro vuoto, Nel corso del 
film, piccanti spezzoni in bianco € nero di 
ragazze spogliate si intrecciano con altri a 
colori, dove le presenze femminili sono 
ancor pitt denudate. 

Proseguendo, in Office Love-In (1968) Ste- 
phen trattd gli incontri sessuali che avven- 
gonoin un'agenzia di appuntamenti selezio- 
nati al computer, ¢ in College Girl Confi- 
dential (1968) portd sullo schermo un'ass 
ciazione universitaria, concentrando|'atien- 
zione sulle nudita, il sesso, la musica sfrena- 
tae le droghe. 

Nel 1969 realizzd Lady Godiva Meets Tom 
Jones con la sua attrice protagonista prefe- 
rita, la bionda e formosa Marsha Jordan, in- 
discutibilmente l'interprete pid popolare 
nella storia del sexploitation. L'intreccio 
anacronistico, che si fa beffe della storia 
nell'accostamento dei due personaggi, pren- 
dele mosse in Inghilterra esi conclude nella 
versione grottesca di una cit americana 
del selvaggio West. L'azione si svolge in 
massima parte su una nave ed & abbondan- 
temente profusa di fustigazioni, corpi nudi, 
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lotte fra donne, ¢ altre forme di intratteni- 
mento per spettatori adulti e vaccinali. 
Nellostessoanno Stephen curd la produzio- 
ne ¢ laregia di The Divorcee, con la Jordan 
nella parte di una donna frustrata sessual- 
mentecheincontrasul suo cammino maschi 
oppressivi e sfruttatori. Il personaggio ani- 
mato dalla Jordan riesce ad esternare il 
mondo intimo dei suoi sentimenti soltanto 
comunicando periodicamente con la sua 
bambola, un rito da psicodramma catartico 
che non estingue perd il suo disagio 
personal. The Divorcee si chiude con la 
scena disperante in cui la Jordan, in un 
pianto dirotto, culla la bambola tra le sue 
braccia. Questo film tenta di raffigurare con 
sensibilita e rispetio l'infelice esistenza 
quotidiana di una donna sola, invece di con- 
siderare le donne come meri oggetti di pia- 
cere ¢ passione. 

Nel novero dei film di Stephen figurano 
inoltre The Class Reunion, Snow Bunnies 
(entrambi del 1970) e Fugitive Girls (1974). 
Stephen compare spesso nei suoi film a 
colori in parti secondarie ed & conosciuto 
perl'impegnoappassionatoe stacanovist 
con cui restava sul set per ore e ore. Il suo 
temperamento scontroso — caratteristica 
comune alla maggioranza degli uomini di 
cinema —pud essere attribuitoal suo fasti- 
dio per J'ottusiti mentale che di tanto in 
tanto riscontra tra gli attori e nella gente 


Pat Barrington in Orgy of the Dead (1985). 


comune, ¢ all'incostanza dei finanziamenti 
erogati dai suoi sostentatori, una minaccia 
che tulti i cinematografari indipendenti 
paventano. Alla stregua di numerosi suoi 
colleghi, Stephen si @ rifiutato di entrare 
nell'arena del cinema hard core quando le 
dighe della pomografia si spalancarono negli 
anni ‘70, una linea di condotta che fu pid 
forte di ogni considerazione relativa ai co- 
spicui guadagni ventilati. 

A.C. Stephen si dedica adesso alla distribu- 
zione su scala mondiale, tramite videocas- 
site ¢ televisioni via cavo, dei suoi vecchi 
film permezzo della sua societa, la SCA In- 
ternational, con sede a Studio City, in Cali- 
fornia. Partecipa inoltre con grande interes- 
se alla riscoperta della sua cinematografia 
Presso una nuova generazione di cinefili 
che nontroya nessunaattrattiva nell’odiema 
esplicitezza in celluloide. 


.C. Stephen (nee Stephen C. 
A Apostoloff) was born in Burgas, 
Bulgaria. 
In 1945, at the age of 16, he was arrested by 
the communists and sent to a concentration 
camp. Apostoloff escaped in 1948 and fled 
to Turkey, then journeyed to France, Cana- 
da and finally the United States, where he 
worked at the 20th Century Fox studios. 
He produced and wrote his first film, Jour- 


ney to Freedom, for Republic Pictures in 
1957,amovie based on his adventures in his 
homeland, 

His first sexploitation film was Orgy of the 
Dead in 1965, a strange tale of the sexy 
undead and their return to existence for one 
night, written by the eccentric Ed Wood, Jr. 
He wrote countless pocket books for adults 
(BlackLace Drag, Parisian Passions,Death 
ofa Transvestite), and essays about unusual 
and lurid topics (Bloodiest Sex Crimes of 
History, A Study of the Sons and Daughters 
of Erotica, Sexual Practices in Witchcraft 
and Black Magic). Ed Wood had an eccen- 
tic personality (he used to cross-dress), and 
nowadays heis considered a cult screenwri- 
ter and director thanks to movies such as 
Glen or Glenda? (1953), Bride of the Mon- 
ster (1956), Plan9 from Outer Space (1959) 
and Sinister Urge (1960), and even the 
young director Tim Burton dedicated to him 
an affectionate biographic film. 

Orgy of the Dead was photographed in lurid 
blazing color and produced by Stephen's 
Astra Productions, This movie starred the 
sexy Pat Barrington in a double role, Fawn 
Silver, Criswell (a flamboyant psychic/ac- 
tor who starred in other Ed Wood films), 
William Bates and ten busty Los Angeles 
striptease dancers. 

Of the hundreds of sexploitation nudies 
produced in the Sixties, Orgy of the Dead is 
one of the most famous. Barrington and 
Bates portray a couple who crash their car 


Macabre eroticism (above) and Texas Starr and Lou Ojena (left) in 
Orgy of the Dead (1985), a movie written by Ed Wood, Jr. 


and awaken to find themselves tied to posts 
in a surrealistic cemetery, where they, and 
the audience, are forced to witness elaborate 
exotic dances of death by doomed souls 
sentenced to damnation for earthly sins, 
Presiding over these sinister erotic rites are 
the Master of the Dead, his Mistress and 
their minions, hungry with desire for the 
souls ofthe bound couple, Before Silvercan 
slash the throats of Bates and Barrington 
and claim them for the dark lord, the dawn 
arrives and the ghouls scatter back to hell, 
The undercurrents of necrophilia, subjuga- 
tion and bondage run wild in Orgy of the 
Dead, but the men's magazine-style eroti- 
cism and the horror comic-book dialog by 
Wood adds a dimension that prevents the 
film from taking itself too seriously and itis 
never distasteful. This film established Ste- 
phen's reputation in producing and direc- 
ting colorful and very profitable low budget 
movies, 

Suburban Confidential was Stephen's next 
film, in 1966. In this picture, an unlikely 
physician introduces the private files of sex 
hungry wives who enjoy intimate encoun- 
ters with the TV repairman, a hotel bellboy, 
asalesman and other "intruders" while their 
husbands are away. The picture was filmed 
in black and white and the vignettes depic- 
ted cases of transvestism, nymphomania, 
and lesbianism. 

Stephen then produced and directed a fol- 
low-up similar in style, Motel Confidential 


(1967), which follows the activities of va- 
rious couples in a lover's trysting place run 
by a man and his son, 
Bachelor's Dream (1967), a very late arrival 
in the already faded nudie-cutic cycle, is 
similar to many of the carlier "peeping tom" 
films made by Russ Meyer, David F. Fried- 
‘man and others. A lonely, sex-crazed man 
watches busty strippers in an empty theatre. 
Tinted black and white footage of undres- 
sed girls ismixed with new color footage of 
even more undressed girls, 

Office Love-In (1968) is a story of sexual 
escapades at a computer dating company. 
College Girl Confidential (1968) tells of a 
college fraternity with ample amounts of 
nudity, sex, wild music and drugs, 

In 1969, Stephen made Lady Godiva Meets 
Tom Jones with his favorite leading actress, 
the blonde and buxom Marsha Jordan, ar- 
guably the most popular performer in the 
history of sexploitation, The anachronistic 
storyline overrides history with the pairing 
of these two characters, which begins in 
England and ends in a bizarre version of an 
American wild west town. Much of the 
action takes place on a ship and there is a 
great deal of lashing, nudity, female combat 
and other mature diversions for the adult 
viewer. 

‘The same year, Stephen produced and di- 
rected The Divorcee, starring Jordan as a 
sexually frustrated woman who has various 
encounters with exploitative and dominee- 
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ting men. Jordan can only express her 
emotional innerlife by periodically talking 
to her doll, a psychodramatic act that does 
notresolveher personal distress. The Divor- 
cee ends with this depressing scene depic- 
ting Jordan ina welter of tears as she cradles 
the doll. The Divorcee attempted a more 
sensitive and sympathetic interpretation of 
a lonely woman's unhappy day-to-day life, 
instead of viewing women as mere objects 
of male lust and passion. 

Among other Stephen films are The Class 
Reunion, Snow Bunnies (both 1970), and 
Fugitive Girls (1974). 

Stephen ofien made cameo appearances in 
his color movies and wasknown for his love 
of long hours and hard work on a film set. 
His temperamental personality — and most 
filmmakers have one —can be attributed to 
his intense annoyance with the laconic atui- 
tude he would sometimes encounter with 
cast and crew, and the financial instability 
of his backers, a threat that all independent 
filmmakers dread. Like many of his collea- 
gues, Stephen refused to enter the arena of 
the explicit sex film when the floodgates of 
hard core burst open in the Seventies, a 
policy that overruled any consideration of 
making large amounts of money. 

A.C. Stephen now concentrates on the 
worldwide video and cable distribution of 
his past films through his firm, SCA Inter- 
national, based in Studio City, California. 
He maintains a strong interest in the revival 
of his pictures among a new generation of 
viewers who find today's explicitness unap- 


pealing, 
2 ~ 2 .C. Stephen est né avec le nom de 
Lady Godiva (Marsha Jordan) wrestling in the mud in Lady Godiva Rides (1969). A Stephen C. Apostoloff 4 Burgas 
en Bulgaric. En 1945, & 16 ans, il 


fut arrété par le gouvernement communiste 
et envoyé dans un camp de concentration. 
Apostoloffs'enfuya en 1948 etse réfugiaen 
‘Turquie, puis il passa en France, au Canada 
et enfin aux Etats-Unis, of il trouva un 
travail auprés les studios de la 20th Century 
Fox. II produisit et écrivit son premier film, 
Journey to Freedom pour la Republic Pictu- 
res en 1957; il s'agit d'une pellicule basée 
sur ses adversités dans son Pays natal. 
Son premier film de sexploitation fut Orgy 
of the Dead (1965), un récit absurde de 
zombies libidineux qui renaissent pour une 
nuit, écrit par l'excentrique Ed Wood Jr. 
Ecrivain de nombreux livres de poche pour 
adultes (Black Lace Drag, Parisian Pas- 
sions, Death of a Transvestiie), essayiste de 
thémes insolites et scabreux (Bloodiest Sex 
Crimes of History, A Study of the Sons and 
Daughters of Erotica, Sexual Practices in 
Witchcraft and Black Magic) evpersonnali- 
wes t€ bizarre (il aimait se déguiser en femme), 
Bett Brent (Marsha Jordan), a “free woman”, has a sexual adventure in The Divorcee (1968). Ed Wood est considéré aujourd'hui un scé- 
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Pleasure-loving sorority girls in College Girl Confidential (1968). 


nariste et un metteur en scéne de culte grace 
aux pellicules telles que Glen or Glenda? 
(1953), Bride of the Monster (1956), Plan9 
‘from Outer Space (1959) et Sinister Urge 
(1960), si bien que le cinéaste Tim Burton 
lui a dédié un film biographique. 

Touré avec de splendides couleurs spec- 
tales, Orgy of the Dead fut produit par la 
Astra Productions de Stephen lui-méme, Le 
film présente la sensuelle Pat Barrington 
(jouant deux réles), Fawn Silver, Criswell 
(un acteur-médium éclatant, présent dans 
dautres films d'Ed Wood), William Bates et 
dix strip-teaseuses aux gros scins de Los 
Angeles, Parmi les centaines de sexploita- 
tion nudies desannées Soixante, Orgy of the 
Dead est un des plus fameux. Barrington et 
Bates interprétent un couple qui a un acci- 
dentde voiture et lorsqu'ils reprennent con- 
naissance, ils se retrouvent mis aux fers 
dans un cimetitre surréel, ot ils sont con- 
traints d'assister & des danses macabres, 
exécutées avec fantaisie par des mes mau- 
dites. A ces rites érotiques lugubres prési- 
dentle Seigneur des Morts, sa concubine ct 
leurs succubes, avides des Ames des prison- 
niers, Maisavant que Silver puisse trancher 
la gorge du couple... 

Les thématiques taboues de la nécrophilie, 
de la soumission et du bondage font fureur 
dans Orgy of the Dead, mais\'érotismestyle 
"revue pour adultes” et les dialogues style 
comic book de lhorreur écrits par Wood 
conférent au film un ton qui lui empéche de 
se prendre trop au séricux ou de frdler le 
mauvais goat. Ainsi, Stephen acquérit une 
renommée de producteur e1 de metteur en 
scene trés original de pelliculesa bas prix ct 
aux recettes élevées. 


La pellicule suivante fut Suburban Confi- 
dential (1966) ob un médecin douteux in- 
troduit les cas secrets d'épouses insatiables 
qui, en l'absence de leurs maris, ont des 
rapports intimes avec les réparateurs de télé, 
chasseurs d'hétel, représentants et autres 
"intrus”, Le film est tourné en noir et blanc 
et les sctnes représentent des situations de 
travestisme, nymphomanie et tribadisme. 
Aussit6t aprés Stephen produisit et dirigea 
une "suite" identique, Motel Confidential 
(1967), qui présente les rendez-vous amou- 
reux de divers couples dans un hotel de 
passes tenu par un homme et son fils. 
Bachelor's Dream (1967), une des toutes 


An orgiastic scane at the LSD sorority from College Gills. 


derniéres productions du filon déja déchu 
nudie-cutie, ressemble & beaucoup des pre- 
miers films de voycurisme réalis¢s par 
Meyer, Friedman et dautres encore: un 
toyen solitaire, obsédé par le sexe, assiste A 
Vexhibition de quelques strip-teaseuses & 
1'énorme poitrine dans un thédtre vide. 
Poursuivant, dans Office Love-In (1968) 
Stephen parla des rencontres sexuelles qui 
surviennent dans une agence de rendez- 
vous sélectionnés avec l’ordinateur, et dans 
College Girl Confidential (1968) il porta a 
T’écran une association universitaire, con- 
centrant!'attentionsurlesnudités, lesexe, la 
musique effrénée et Ia drogue. 


Eating, drinking, dancing, and having sex: an orgy from The Divorcee (1962). 
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En 1969, il réalisa Lady Godiva Meets Tom 
Jones avec son acirice protagoniste préfé- 
tée, la blonde etplantureuse Marsha Jordan, 
certainement I'interpréte la plus populaire 
de Vhistoire du sexploitation. La wame 
anachronique, qui ne tient pas compte de 
THistoire 4 cause du rapprochement des 
deux personnages, commence en Angleter- 
re et se termine dans la version grotesque 
d'une ville américaine de l'Ouest sauvage, 
L'action se déroule la plupart du temps sur 
un bateau et abonde de fustigations, de 
corps nus, luttes entre femmes, et autres 
formes de représentations "pour adult 
La méme année Stephen s'occupe de Ia 
production et de la mise en scéne de The 
Divorcee avec Jordan dans le réle d'une 
femme frustrée sexuellement qui rencontre 
sur son chemin des miles oppressifs et 
profiteurs. Le personage animé parJordan 
réussit @ extérioriser le monde intime de ses 
sentiments communiquant seulement pé- 
riodiquement avec sa poupée, un rite de 
psychodrame cathartique mais qui n'efface 
pas son embarras personnel. The Divorcee 
se termine avec la scéne désespérée oii Jor- 
dan, en un déluge de larmes, berce la poupée 
enire ses bras. Ce film ye de représenter 
avec sensibilité et respect l'existence quoti- 
dicnne malheureuse d'une femme seule, au 
lieu de considérer les femmes comme de 
purs objets de plaisir et de passion. 
Parmiles films de Stephen figurenten outre 
The Class Reunion, Snow Bunnies (tous les 
deux de 1970) et Fugitive Girls (1974). 
Stephen apparait souvent dans ses films en 
couleurs dans des rdles secondaires et est 
connu comme un stakhanoviste passionné 
restant sur le set pendant des heures. Son 
tempéremment rude peut étre attribué a son 
aversion pour la stupidité qu'il rencontre de 
temps en temps chez les acteurs et les gens 
communs et d la variabilité de ses finance- 
ments, une menace que tous les gens du 
cinéma indépendant redoutent. Comme 
nombreux de ses collégues, Stephen a refu- 
sé d'entrer dans l'artne du cinéma hard core 
lorsque les portes de la pornographic s’ou- 
vrirent pendant les années Soixante-dix, 
une ligne de conduite qui fut plus forte que 
toute considération relative aux gains con- 
sidérables proposés, 

A.C. Stephen se consacre maintenant a la 
distribution au niveau mondial, par l'inter- 
médiaire des vidéos et des télévisi 
cable, de ses films a travers sa soc! 
SCA International, avec le sitge 4 Studio 
City, en Californie. Il participe en outre 
avec grand intérét a la redécouverte de sa 
cingmatographie auprts d'une nouvelle 
génération decingphiles qui n'est pas attirée 
parl'explicitation en elluloide denos jours, 


1 : * 
Three love encounters in Mote! Confidential (1967). 
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Scenes from College Girl Confidential (1968) with big-breasted blonde Marsha Jordan (top right and above left) and other actresses. 
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Filmography 


LEGENDA / KEY 

a.k.a, = altri titoli; also known as; autres titres 
D =regista; director; mettcur en scene 

P =produtiore; producer; producteur 

S =soggetio; original story; histoire 

SC = sconeggiatura; screenplay; seénario 

DS = distributore; distributor; distributeur 
C=cast 

COL = colore; color; coleur 

BW =bianco/nero; black & white; noir et blanc 
XXX = hard core 
SH = cortometragg: 
DOC = documentario; documentary; reportage 


hort; court-métrage 


Russ MEYER 


French Peep Show (1957) 

D: R. Meyer; P: Peter A. DeCenzie; SH. 
Notes: This now lost shortsubject was produced 
by P.A. DeCenzie, one time owner of Oakland's 
El Rey burlesque theater. The film was focused 
on Tempest "The most terrific torso” Storm's 
show, 

The Immoral Mr. Teas (1959) 

(GB: Steam Heat; Mr. Tease and His Playt- 
hings; CAN/B: LImmoral Mr. Teas) 
D/P/SC: R. Meyer; P: PAD-RAM (Peter A. 
DeCenzie & Russell Allen Meyer); C: Bill Teas, 
‘Ann Peters, Marilyn Wesly, Michele Roberts, 
Dawn Danielle, PA. DeCenzie, R. Meyer; COL; 
63 min. 

Notes: J. Wilkinson, uncredited, only appears 
with her nude torso! 

Eve and the Handyman (1960) 

(CANPB: Eve et son homme a tout faire) 
D/PIS' . Meyer; P: Eve Prod.; C: Eve Meyer, 
Anthony James Ryan, Frank Bolger, Florence 
Moore, Francesca Leslie, Jackie Stephens; COL; 
65 min. 


Notes: Billed with The Naked Camera, a ten- 
minute color short written and directed by R. 
Meyer, starring Mikki France. 

Erotica (1961) 

D/P/SC: R, Meyer; P: PAD-RAM; C: Shecry 
Knight, Wemer Otto Kirsch, Charles G, Schel- 
ling, Peter A. DeCenzie, R. Meyer, Althea Cur- 
rier, Lana Young, Denise Daniels, Elaine Jones; 
COL; 65 min. 

Notes: Film in six vignettes: Naked Innocence; 
Beauties, Bubbles and H20; The Bear and the 
Bare: Nudist on the High Seas; The Nymphs; and 


The Bikini Busters, 


i "Vii 


Stills from Russ Meyer's Europe in the Raw (top) and Lorna (above). 


Wild Gals of the Naked West! (1961) 
a.k.a, The Immoral West... and How It Was 
Lost/ Immoral Girls of the Naked West/The 
Naked West...and How It Was Lost / Naked 
Gals of the Golden West 

D/P/SC:R. Meyer; P: Films Pacifica; C: Sammy 
Gilbert, Franklin Bolger, Teri Taylor, Julie 
Williams, Peter A. DeCenzie, R. Meyer, Prin- 
cess Livingston; COL; 65 min 

Europe in the Raw! (1963) 

D/PISC: R. Meyer: : 
Gabriel, Gigi La Touche, Abundavita (Shawn 
Devereaux), Denise Du Vall, Heide Richter, 
GretaThorwald, Yvette LeGrand; COL; 72 min. 
Heavenly Bodies (1963) 

a.k.a: Heavenly Assignment 

D/PISC: R. Meyer; P: Eve Prod.; C: Rochelle 
Kennedy, Amber Morgan, Binkie Stewart, vana 
Nolte, Althea Currier, Monica Lijistrand, Yvon- 
ne Cortell, Paulette Firestone, Maria Andre, 
Princess Livingston, F.E. Falconer, R. Meyer: 
COL; 62 min. 

Notes: Billed with Skyscrapers and Brassieres, 
a ten-minute color short written and directed by 
R. Meyer, starring Rochelle Kennedy, 

Lorna (1964) 

(FR/B: Lorna, l'incarnation du désir) 
D/PIS/SC: R. Meyer; CoSC: James Griffith; P: 
Eve Prod,; C: Lora Maitland (Barbara Joy), Hal 
Hopper, Mark Bradley, James Rucker, Doc Scortt, 
James Griffith, Althea Currier, BW; 79 min. 
Fanny Hill; Memoirs of a Woman of 
Pleasure (1964) 

(IT: La cugina Fanny) 

D: R. Meyer, Albert Zugsmith; SC: Robert Hill, 
from Fanny Hill by John Cleland; P: Famous 
Players (A. Zugsmith); C: Miriam Hopkins, 
Letitia Roman, Walter Giller, Alex D/Arcy, 
Helmut Weiss, Chris Howland, Ulli Lommel, 
Cara Garett, Karin Evans, Syra Marty, Albert 
Zugsmith, Christiane Schmidtmer, Heide Han- 
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Tura Satana in Faster, Pussycat! Kill! Kill! (1966) by Russ Meyer. 


son, Erica (Veronica) Erickson, Patricia Hou- 
ston, Hilda Sessack, Susanne Hsiao, Renate Hutte 
(Rena Horten), Ellen Velero; BW; 104 min. 
Notes: Meyer left the project because of diffe- 
ences with producer A. Zugsmith, who comple- 
ted the film. 

Mudhoney (1965) 

a.k.a: Mudhon 
Rope of Flesh 
(FR: La Fille duruisseau; Le Désir dans les 
tripes; B: Esclave de ses passions) 

DIP: R. Meyer; SC: Raymond Friday Locke, 
William E. Sprague, from Streets Paved with 
Gold by RF. Locke; Delta Films; C: Hal 
Hopper, AntoinctteCristiani, John Furlong, Stuart 
ess Livingston, 
Sam Hannah, R. 


Leaves a Taste of Evil! / 


Lancaster, Rena Horten, Prin 
Loma Maitland, Frank Bolger, 
Meyer; BW; 92 min. 

Notes: French edition is without the nude scenes. 
Motorpsycho! (1965) 

ackanz Moior Mods and Rockers 


(CAN: Les Enragés de la moto; B:Le Gang 
sauvage) 
D/P/S/SC: R. Meyer; CoS: James Griffith, Hal 


Hopper; CoSC: William E. Sprague; P: Eve 
Prod.; C: Haji, Alex Rocco, Stephen Oliver, 
Holle K. Winters, Joseph Cellini, Thomas Scott, 
Coleman Francis, Sharon Lee, E.E.(Russ) Meyer; 
BW; 74 mia, 
Faster, Pussycat! 
a.ka.: Pussycat 
(GB: The Mankillers; The Leather Girls; 
CAN: Plus vite mes chaltes, tuez! tuez!) 
D/P/S: R, Meyer; SC: Jack Moran; 
€: Tura Satana, Haji, Lori Williams, Ray Bar- 
low, Susan Bernard, Mickey Foxx, Dennis Busch, 
Stuart Lancaster, Paul Trinka; BW; 83 min. 
Mondo Topless (1966) 

a.k.a.: Mondo Girls / Mondo Top 


Kill! (1966) 
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(B: La Féte du nu) 
D/P/S: R. Meyer; SC: Richard Zachary; P: Eve 
Prod.; C: Babette Bardot, Sin Lenee, Donn: 
Diane Young, Pat Barringer (P. Barrington), 
Darla Paris, Darlene Grey; COL; 61 min. 
Notes: This film includes footage from Europe 
in the Raw and Loma Maitland's screen test for 
Lorna. 

Common-Law Cabin (1967) 

a.k.a How Much Loving Does a Normal 
Couple Need? 

(GB: Conjugal Cabin; CAN: Cette soif d'a- 
mour; FR: Combien de fois fait-il faire l'a- 


mour pour étre un couple normal?) 
D/PISC; R. Meyer; CoSC; John E. Moran; P: 
Eve Prod.; C: Jack Moran, Babette Bardot, Adele 
Rein, Franklin Bolger, Alaina Capri, John Fur- 
long, Ken Swofford, Andrew Hagara; COL; 70 
min, 

Good Morning... and Goodbye! (1967) 
(GB: The Lust Seekers; B: Bonjour et au 
revoir; CAN: Bonjour et adieu) 

D/P: R. Meyer; SC: John E, Moran; P: Eve 
Prod; C: Alsi Stuart Lancaster, Patrick 
Wright, Haji, Karen Ciral, Don Johnson, Tom 
Howland, Megan Timothy, Toby Adler, Sylvia 
‘Tedemar, Carol Peters; COL; 80 min. 
Finders Keepers, Lovers Weepers! (1968) 
(CAN; Qui s‘y frotte s’y pique) 

D/P/S: R, Meyer; SC: Richard Zachary; P; Eve 
Prod; C: Anne Chapman, Paul Lockwood, 
Gordon Wescourt, Duncan McLeod, Robert 
Rudelson, Lavelle Roby, Jan Sinclair, Joey 
Duprez, R. Meyer; COL; 73 min. 

Vixen (1968) 

(CAN: Vixen a renarde; B: Femmes ou 
femelles?) 

D/P/S: R. Meyer; CoS: Anthony James Ryan; 
SC: Robert Rudelson; P: Eve Prod.; C: Erica 
Gavin, GarthPillsbury, Harrison Page, Jon Evans, 
Vincene Wallace, Robert Aiken, Michael Dono- 
van O'Donnell, Peter Carpenter, John Furlong, 
Jackie Hillman, R. Meyer; COL; 70 min. 
Cherry, Harry & Raquel (1969) 

(GB: Three Ways to Love; FR: Les 
Stimulairices; Cherry, Harry & Raquel... 
ménage a trois) 

D/P/S: R. Meyer; SC: Tom Wolfe (Thomas J. 
McGowan); P: Panamint Films / Eve Prod,; C: 
Charles Napier, Linda Ashton, L Ely, Bert 
Santos, Franklin H, Bolger, Astrid Li 
Digart), Michele Grand, John Milo, Michaelani, 
Robert Aiken; COL; 71 min. 

Beyond the Valley of the Dolls (1970) 
(IT: Lungo la valle delle bambole; FR: La 


apn 


Uschi Digart and Charles Pitts in Supervixens (1975) by Russ Meyer. 


Vallée des plaisirs; Hollywood Vixens; Or- 
gissimo; La Grande trique; B: La Valléedes 
débauches) 

D/P/S: R. Meyer; CoS/SC: Roger Ebert; P: 20th 
Century-Fox; C: Dolly Read, Cynthia Myers. 
Marcia McBroom, John LaZar, Edy Williams, 
Erica Gavin, Michael Blodgett, David Gurian, 
Phyllis Davis, Harrison Page, Lavelle Roby, 
Duncan McLeod, Charles Napier, James Igle- 
hart, Henry Rowland, Veronica Erickson, Haji, 
Pamela Grier; COL; 109 min. 

Notes: Parody of Mark Robson's Valley of the 
Dolls (1967). 

The Seven Minutes (1971) 

(IT: sete minuti che contano) 

D/P: R. Meyer; SC: Richard Warren Lewis, 
from The Seven Minutes by Irving Wallace; P: 
20th Century-Fox; C: Wayne Maunder, Marian- 
neMcAndrew, Philip Carey, Jay C, Flippen, Edy 
Williams, Yvonne DeCarlo, Lyle Betger, Jackie 
Gayle, Ron Randell, Charles Drake, John Carra- 
dine, Harold J. Stone, Tom Selleck, James Igle- 
hart, John Samo, Stanley Adams, Billy Durkin, 
Yvonne D'Angers, Robert Moloney, Olan Soulé, 
Jan Schutan, Alex D'Arcy, David Brian, Berry 
Croeger, Charles Napier, Kay Peters, Richard 
Angarola, Shawn Devereaux, John Lawrence, 
Mora Gray, Stuart Lancaster. Henry Rowland; 
COL; 115 min. 

Blacksnake! (1973) 

a.k.a: Sweet Suzy, Dutchess of Doom 

(IT: Carne cruda; GB: Slaves; FR: Le Ser- 
pent noir) 

D/P/SISC: R. Meyer; CoS: Anthony J. Ryan; 
CoSC: Len Neubauer; P: Trident Films; C 
Anouska Hempel, David Warbeck, Perey Her- 
bert, Milton McCollin, Thomas Baptiste, Ber- 
nard Boston, Vikki Richards, Jean Duran, Dave 
Prowse, Bob Minor, Bloke Modisane, Anthony 
Sharpe, Robert Lee, Carl Corbin; COL; 85 min. 
Notes: It includes a short trailer for Foxy featu- 


Deek Sills as Algona in Trader Hornee (1970), written and produced by David F. Friedman. 


Vy. 
7 y MY N§ Hy 


‘Ann Marie in Beneath the Valley of the Ultravixens (1979) by Russ Meyer. 


ring Edy Williams waterskiing nude. 
Supervixens (1975) 

(CAN: Vixens, les superbes renardes) 
D/P/SC: R. Meyer; P: RM Films Int.; C: Shari 
Eubank, Charles Napier, Uschi Digart, Charles 
Pitts, Henry Rowland, Christy Hartburg, Sharon 
Kelly, John LaZar, Stuart Lancaster, Deborah 
McGuire, Glen Dixon, Haji, Garth Pillsbury, 
Ann Marie, R, Meyer, COL; 106 min. 

Up! (1976) 

ack.a.: Over, Under and Up! 

(IT: Le deliranti awenture erotiche dell'a- 
gente speciale Margo; FR: Megavixens) 
D/P/: R. Meyer; }. Callum (R. Meyer), Jim 
Ryan, Reinhold Timme (Roger Ebert); P: RM 
Films Int; C: Raven De La Croix, Janet Wood, 
Robert McLane, Monte Bane, Edward Schaaf, 


Mary Gavin (Candy Samples), Elaine Collins, 
Su Ling, Linda Suc Ragsdale, Larry Dean, Ma- 
ne Marks, Bob Schott, Foxy Lae, Fred Owens, 
Wilbum Kluck, Ray Reinhardt, Francesca "Kit- 
ten" Natividad, R. Meyer; COL; 80 min. 

Notes: Italian edition is apocryphal. 

Beneath the Valley of the Ultravixens 


pazzi, pazzi vicini di casa) 
SC: R. Hyde (Roger Ebert), B. 
Callum (R. Meyer): P: RM Films Int; C: Fran- 
"Kitten" Natividad, Ann Marie, Kea Kerr, 
June Mack, Pat Wright, Henry Rowland, Robert 
Pearson, Michael Finn, Sharon Hill, Don Scar. 
brough, Aram Katcher, De Forest Covan, Steve 
Tracy, Uschi Digart, Mary Gavin, Stuart Lanca 
ster, R. Meyer; COL; 93 min. 


Davin F. FRIEDMAN 


The Prime Time (1960) 
a.ka.: Hell Kitten 

D: Gordon Weisenborn; SC: Robert Abel; P: 
H.G. Lewis; C: JoAnn LeCompte, Frank Roche, 
James Brooks, Ray Gronweld, Maria Pavell, 
Robert Major, Betty Senter, Karen Black; BW; 
76 min. 

Notes: Production supervision, advertising, 
publicity and exploitation under the direction of 
DF. Friedman. 


— The complete credits for the following films 
produced by D.F, Friedman and directed by H.G. 
Lewis are listed in the HERSCHELL GORDON 
LEWIS filmography: 


Living Venus (1960) 

D/CoSC: H.G, Lewis. 

The Adventures of Lucky Pierre (1961) 
D/CoSC: Lewis H. Gordon (H.G. Lewis). 
Daughter of the Sun (1962) 

D/CoSC: Lewis H. Gordon (H.G. Lewis). 
Nature's Playmates (1962) 

D: Lewis H. Gordon (H.G. Lewis). 
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Still from Space Thing (1968), directed by Byron Mabe and David F. Friedman. 


Goldilocks and the Three Bares (1962) 
a.k.a.: Goldilocks’ Three Chicks 

D: Lewis H. Gordon (H.G. Lewis). 
BOIN-N-G! (1962) 

D/CoSC: Lewis H. Gorden (H.G. Lewis). 

Mr. Peter's Pets (1962) 

D: Pete Perry; DS: D.F. Friedman. 

Notes: Later booked by H. Novak, while wor- 
king for Seymour Borde's JEM distribution 
branch. 

Scum of the Earth (1963) 

a.k.a.: Devil's Camera 

D/CoSC: Lewis H. Gordon (H.G. Lewis). 
Bell, Bare and Beautiful (1963) 

D: Lewis H. Gordon (H.G. Lewis), 

Blood Feast (1963) 

D/CoP: H.G. Lewis, 

My Tale Is Hot (1964) 

aka.: My Tale Is Told / Always on Monday 
D/P; Seymour Tokus (Dan Sonney); DS: D.F. 
Friedman, Dan Sonney; C: Little Jack Little, 
Candy Barr; COL. 

Two Thousand Maniacs! (1964) 

D/SISC: H.G. Lewis. 

Color Me Blood Red (1965) 

D/SC: H.G. Lewis. 

The Defilers (1965) 

D: R.L. Frost; SC/P: D.F. Friedman; yron. 
Mabe (B. Ron Elliot), Jerome Eden, Mai Jann- 
son; BW. 

Screenplay is loosely inspired by John 
Collector. 

A Sweet Sickness (1965) 

D: Ed DePriest; P: D.F, Friedman; C: Vincene 
Wallace; BW. 

The Casting Couch (1965) 

D/SC: DF. Friedman; C: Bob Cresse; SH. 
The Poker Party (1965) 

D/SC: D.F, Friedman; SH. 

But Charlie, I Never Played Volleyball 
(1966) 

D/SC: DP. Friedman; SH. 


144 BIZARRE SINEMA 


The Notorious Daughter of Fanny Hill 
(1966) 

D: Pete Perry; P: D.F, Friedman; C: Stacey 
Walker; COL. 

Notes: Laszlo Kovacs was the cameraman for 
this film. 

A Smell of Honey, a Swallow of Brine! 
(1966) 

D: Byron Elliot (B.R. Elliot); SC/P: DF. 
Friedman; C: Stacey Walker, Neville Coward, 
Bob Todd, Sharon Carr; BW; 70 min. 

Notes: Laszlo Kovacs was the cameraman for 
this film with pseudonym Art Radford. 

The Acid Eaters (1967) 

D; Byron Mabe (B.R. Elliot); P: D.F. Friedman; 
C: Buckie Buck, Judy Wood; COL, 


She Freak (1967) 

D: Byron Mabe (B.R. Elliot); SC/P: DF. 
Friedman; C; Claire Brennan, Lee Raymond, 
Lynn Courtney, Bill McKinney, Van Teen, Felix 
Silla; COL; 87 min. 

Notes: Thisis Friedman's dedication to his belo- 
ved carnival world, and to Tod Browning's Freaks 
(1928). 

The Lustful Turk (1967) 

D: Byron Mabe (B.R. Elliot); SC/P: DF. 
Friedman; C: Michelle Triola; COL. 

Notes: Based on the famous English erotic clas- 
sic, published in 1828. 

‘The Brick Doll House (1967) 

D; Tony Martinez; P: D.F. Friedman; C: Lee 
Cory; COL. 

Brand of Shame (1968) 

D: Byron Mabe (B.R. Elliot); CoD/SC/P: DF. 
Friedman; C: Marsha Jordan (M. Kopete), 
Samantha Scott; COL. 

Space Thing (1968) 

yron Mabe (B.R. Elliot); CoD/SC/P: David 
F. Friedman; C: Paula Pleasure, Steve Vincent, 
COL; 69 min. 

The Head Mistress (1968) 

D: Byron Mabe (B.R. Elliot); SC/P: D.F, Fried- 
man; C: Marsha Jordan, Victor Brandt; COL. 
The Big Snatch (1968) 

D: Danny Martin; P/DS: D.F. Friedman; COL. 
The Ribald Tales of Robin Hood (1968) 
(IT: Le avventure amorose di Robin Hood) 
D: Richard Kanter; SC: Lawrence Morse; P: 
D.F. Friedman (U.S, version); C: Ralph Jenkins, 
Danelle Karver, Terry Sands, Dee Lockwood, 
Ingred Young, Norma Vanden, Lawrence Adams; 
COL; 75 min, 

Notes: USA/D co-production. 

Italian photo-fumetto in «Cinesex», n. 48, 18 
Ou, 1971. 

Thar She Blows (1969) 

D/CoSC; Richard Kanter; SC/P: D.F. Friedman; 


Shari Mann and Kathi Cole in Starlet (1969), written and produced by David F. Friedman. 


C: Shari Mann, Vincent Stevens, Chris Mathis, 
Stuart Lancaster, John Alderman, Patrick Alain, 
Lori Brown, Debbie Hart, D.F. Friedman; COL; 
84 min. 

Starlet (1969) 

D; Richard Kanter; SC/P: D.F. Friedman; C: 
Shari Mann, Deidre Nelson, Chris Mathis, Stuart 
Lancaster, John Alderman, Kathi Cole, D.F. 
Friedman; COL. 

The Ramrodder (1969) 

(IT: Vergini indiane per il totem del sesso; 
FR: Le Totem du sexe) 

D; Ed Forsythe; P: D.F. Friedman; C; Jim Gen- 
try, Cathy Williams, Brave Eagle, Julia Black- 
burn, David Rosenkranz, Kathy Share, Marsha 
Jordan; COL; 92 min. 

The Suckers (1969) 

D: Stu Siegal, D.F, Friedman; C: Barbara Mills, 
Richard Smedlayn, Sandy Dempsy, Lori Rose, 
Vincent Stevens, Norman Fields; COL. 

Notes: Graphic remake of The Mast Dangerous 
Game movie (1932). 

The Fabulous Bastard from Chicago 
(1969) 

D: Steve Roy; P: Milton Shaft; DS: D-F. Fried- 
man; C: David Holmes, D.F. Friedman; COL. 
The Joys of Jezebel (1970) 

D: Pete Perry; DS: D.F. Friedman; COL. 
Trader Hornee (1970) 

D: "Tsanusdi" (Jonathan Lucas); SC/P: D.F. 
Friedman; C: Deck Sills, Buddy Pantsari, Eliza- 
beth Monica, John Alderman, Lisa Grant, Chri- 
stine Murray; COL; 105 min. 

The Masterpiece (1970) 

D: William Allen Castleman; DS: D.F. Fried- 
man; COL. 

Love Thy N bor and His Wife (1970) 
D: Lee Reymond; DS: D.F. Friedman; COL. 
Red, White & Blue (1970) 

D: Ferd & Beverly Sebastian; P: D.F, Friedman; 
DOC; COL. 

The Hitchhikers (1970) 

D: Ferd & Beverly Sebastian; P: D.F. Friedman; 
COL, 

The Adult Version of Jekyll & Hide (1971) 
(FR: La Vie intime du Dr, Jekyll) 

D: Byron Mabe (B.R, Elliot), Lee Ray Monde; 
S P: D.F, Friedman; 
C:Jack Buddliner, Jane Tsensas, Jennifer Brooks, 
Rene Bond, Jude Farese, Linda York, Linda 
McDowell; COL; 80 min. 

Come One, Come Alll (1971) 

D: Sebastian Gregory; P: D.P. Friedman; COL. 
The Long, Swift Sword of Siegfried / 
Siegfried und das Sagenhafte Liebesle- 
ben der Nibeslungen (1971) 

a.k.a.: The Terrible Swift Sword of Siegfried 
(IT: La pid allegra storia del Decamerone) 
D:D.F. Friedman (U.S. version)/ Adrian Hoven 
(German version); SC/P: D.F, Friedman (U.S. 
version); C; Sybil Danning/Sybelle Denninger, 
Lance Boyle/Raymond Harmstorf, Heidn Boh 
len, Fred Coplan, Peter Berling, Walter Kraus, 
Fred Berhoff, chin Kaden, Rosp Rosp, Katari- 
na Giani; COL; 82 min. 

Notes: The actor Raymond Harmstorf who plays 
the tile-role, will be Michele Suogoff in an 
Italian TV movie, based on the homonymous 


novel by Jules Verne. 

Italian photo-fumetto titled / torbidi amori di 
Sigfrido in «Cinestop», n. 14, 21 OU, 1971 
Bummer! (1972) 

D: William Allen Castleman; SC: Alvin L. Fast; 
P: D.F. Friedman: C: Kipp Whitman, Dennis 
Burkley, Connie Strickland, Carol Speed, Diane 
Lee Hart, David Ankrum, David Buchanan; COL; 
98 min. 

The Erotic Adventures of Zorro (1972) 
D/S/P; Col. Robert Freeman (D.F, Friedman) 
SC: Mona Lott, Joy Boxe, D.F, Friedman; C: 
Douglas Frey, Robyn Whitting, Penny Boran, 
Jude Farese, Lynn Harris, Michelle Simon, John 
Alderman, R.W. Cresse, D.F. Friedman; COL. 
Ilsa, She-Wolf of the SS (1974) 

(IT: Ilsa, la belva delle SS; CAN/FR: Ilsa, la 
louve des SS) 

D: Don Edmonds; P; Herman Trager (D-F. 
Friedman); C: Dyanne Thome, Jo Jo Deville, 
Greg Knoph, Sandy Richman, Uschi Digart; 
COL; 95 min. 

Marriage and Other Four Letter Words 
(1974) 

D: Richard Robinson; DS: D.P. Friedman; COL. 
Johnny Firecloud (1975) 

D: William Allen Castleman; P: DF. Friedman; 
C: Victor Mohica, Christina Hart, Ralph Mee- 
ker, Sacheen Littlefeather, Frank Dekova, David 
Canary, Richard Kennedy; COL. 

The Journey of 0 (1975) 

D: Chris Latham; P: D,F. Friedman; C: Serena; 
COL. 

Seven Into Snowy (1977) 

D: Tony Pastor, Jr. (Antonio Shepherd); P: D.F. 
Friedman; C: Abigail Clayton, Kay Parker, 
Bonnie Holliday, Paul Thomas; COL; XXX; 79 
min, 

Notes: Erotic adaptation of Snow White and the 
Seven Dwarfs fairy tale. 

The Erotic Cartoon Festival (1978) 
D:D.F, Friedman, Don Davis; SC/P: D.F. Fried- 


Robyn Whiting and Douglas Frey in The Erotic Adventures of Zorro (1972). 


man; COL; XXX. 

Chorus Call (1978) 

D: Tony Pastor, Jr. (Antonio Shepherd); P: D.F. 
Friedman; C: Kay Parker, Darby Lioyd Rains, 
Beth Anna, Susan London; COL; XXX; 78 min. 
Notes: Erotic adaptation of Chorus Line 

The Budding of Brie (1980) 

D: Henri Pachard; P: D.F. Friedman; C: Hillary 
Summers, Laurien Dominique, Jennifer Jordan, 
Eric Edwards; COL; XXX; 88 min, 
Alexandra (1983) 

D: Robert Freeman; P: D.F, Friedman; C: Joan- 
na Storm, Annie Sprinkle, Rachel Ashley, Lau- 
rien Wilde, Eve Sternberg, Richard Bolla, Eric 
Edwards, Steven Douglas; COL; XXX; 99 min. 
Notes: «This film is blessed with superb cinema 
tography and sophisticated technique. But the 
real treat is the cast of beautiful and exciting 
young erotic actresses,» (From Adam Film World 
Guide), 

Matinee Idol (1985) 

D: Henri Pachard (Ron Sullivan); SC/P: D.F. 
Friedman; C: Jesie St. James, Angel, John Le- 
slic, Herschell Savage, Kay Parker, Colleen 
Brennan (a.k.a. Sharon Kelly), Laurie Smith, 
DF. Friedman; COL; XXX; 82 min. 

Notes: Hard-core remake of Starlet. 

Blonde Heat (1986) 

D: Tim McDonald; P: D.F. Friedman; C: Seka, 
Angel, John Leslie, Billy Dee, Gina Carrera, 
Laurie Smith, Rene Lovins, Richard Pacheco, 
Jill Jason, D.F. Friedman; COL; XXX; 84 
Notes: The story, the quest of the Maltese Dildo, 
recalls the plot of The Maltese Falcon by Das- 
hiell Hammett, 


— David F, Friedman also directed a special 
insert footage for two mainstream movies: The 
Marriage of a Young Stockbroker (1971) by 
Lawrence Turman, and First Monday in October 
(1981) by Ronald Neame. 
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The Prime Time (1960) 
a.k.a: Hell Kitten 

D: Gordon Weisenborn; SC: Robert Abel; P: 
H.G. Lewis; C: JoAnn LeCompte, Frank Roche, 
James Brooks, Ray Gronwold, Maria Pavell, 
Betty Senter, Karen Black; BW; 76 min, 
Living Venus (1960) 

D/CoSC: H.G. Lewis; SC: Jim McGuinn; P: 
DF. Friedman; C: William Kerwin (Thomas 
Wood), Danica D'Hondt, Harvey Korman, Jea- 
nette Leahy, Linne Ahlstrand; BW; 74 min. 
The Adventures of Lucky Pierre (1961) 
D/CoSC: Lewis H. Gordon (H.G. Lewis); SC/P: 
Davis Freeman (DF. Friedman); C: Billy Falbo, 
Thomas Wood, Linda Cotton, "Pierre's playma- 
tes"; COL; 60 min. 

Daughter of the Sun (1962) 

D/CoSC: Lewis H.Gordon (H.G. Lewis); SC/P: 
Davis Freeman (D.F, Friedman); C: Rusty Al- 
len, Jerome Stallion; COL/BW; 60 min. 
Nature's Playmates (1962) 

D: Lewis H. Gordon (H.G. Lewis); SC: Bently 
Williams; P: Thomas J, Dowd, Davis Freeman 
(DF Friedman); C: Vickie Miles (Allison Louise 
Downe), Scott Osbome, Peter Lathrop, Teri 
Stevens, Al Glick, Fred Gordon, Marsha Mon- 
net, Elaine Roberts, Judy Parsons, Shirley Gres- 
ham, Doris Wisher; COL; 62 min. 
Goldilocks and the Three Bares (1962) 
a.k.a. Goldilocks’ Three Chicks 

D: Lewis H. Gordon (H.G. Lewis); P:T.I.Dowd, 
Davis Freeman(D.F. Friedman); C: Vickie Miles, 
Rex Marlow, Thomas Sweetwood (T. Wood), 
Netta Malina, Joey Maxim, Judy Parsons, Maria 
Stinger, COL; 70 min. 

BOIN-N-G! (1962) 

D/CoSC: Lewis H. Gordon (H.G. Lewis); SC/P; 
Davis Freeman (D.F, Friedman); C: Thomas 
Sweetwood, Bill Johnson, Vickie Miles, Christi- 
na Castel, Robbie Bee, Bill Kerwin, Lawrence 
Wood, Linda Cotton, Marge London, Jeanne 
Stuart; COL; 70 min. 


Davis Freeman (D.F. Friedman); C: VickieMiles, 
Thomas Sweetwood, Sandra Sinclair, Lawrence 
Wood, Mal Arnold, Craig Maudslay, Jr,, Edward 
Mann, Toni Calvert; BW; 71 min. 

Bell, Bare and Beautiful (1963) 

D: Lewis H. Gordon (H.G, Lewis); SC: Leroy C. 
Griffith; P: Davis Freeman (D.P. Friedman): 
Virginia Bell, Thomas Sweetwood, Joy Hodges, 
Sunny Dare, DF. Friedman, Al Golden, Roland 
Porter, Harry Shurgin, Leroy C. Griffith, Ben 
Melton, Jerome Eden, Craig Maudslay, Jr, 
Huntington Hall, Cindy Craig, Sheryl Nichols, 
Barbara Taylor, COL; 64 min. 

Blood Feast (1963) 

D/CoP: H.G, Lewis; CoSC/P: D.P. Friedman; 
SC: Allison Louise Downe (H.G. Lewis); CoP: 
Stanford S, Kohlberg; C: Thomas Wood, Mal 
Amold, Connie Mason, Scott H. Hall, Lyn Bol 
ton, Toni Calvert, Gene Courtier, Ashlyn Mar- 


tin, Sandra Sinclair, Jerome Eden, Al Golden, 
Craig Maudslay, Jr; COL; 75 min. 

Notes: This notorious ghastly movie was booked 
by H. Novak, while working for Seymour Bor- 
de's JEM distribution branch. 

Two Thousand Maniacs! (1964) 

D/SISC: H.G. Lewis; P: D.F. Friedman; C: 
Connie Mason, Thomas Wood, Jeffrey Allen, 
Ben Moore, Shelby Livingston, Gary Bakeman, 
Jerome Eden, Michael Korb, Yvonne Gilbert, 
Mark Douglas, Linda Cochran, Vincent Santo, 
Andy Wilson; COL; 88 min. 

Color Me Blood Red (1965) 

D/SC: H.G. Lewis; CoSC/P: D.F. Friedman; C: 
Don Joseph, Candi Conder, Elyn Wamer, Scott 
H. Hall, Jerome Eden, Patricia Lee, James Jac- 
kel, Iris Marshall, William Harris, Cathy Col- 
Tins; COL; 74 min. 

Moonshine Mountain (1965) 

D/P: H.G. Lewis; SC: Charles Glore; C: Chuck 
Scott (C. Glore), Adam Sorg, Jeffrey Allen, 
Bonnie Hinson, Carmen Sotir, Ben Moore, Pat 
Patterson, Mark Douglas, Karin March, Gret- 
chen Eisner, Harry Hoffman, Bill Simpson, 
William Harris, Marilyn Walters, Harry Kerr, 
Lee Collins; COL; 90 min. 

Monster A Go-Go (1965) 

Terror at Halfday 

Sheldon Seymour (HG. Lewis), Bill 
C: Phil Morton, June Travis, George 
Perry, Lois Brooks, Henry Hite; BW; 70 min. 
Sin, Suffer and Repent (1965) 

Notes: British roadshow picture re-worked by 
H.G, Lewis, with additional scenes produced 
and directed by himself. 

Alley Tramp (1966) 

a.k.a: /Ama Woman/ Pleasure Me, Master 
/ Phillip and Marie 

D: Armand Parys (H.G. Lewis); P: Leon Thirard 
(7.J. Dowd); SC; Paul Gordone (A.L, Downe); 


Scum of the Earth (1963) 
a.k.a.: Devil's Camera 
D/CoSC: Lewis H. Gordon (H.G. Lewis); SC/P: 


Stills from Herschell Gordon Lewis' Blood Feast (top) and The Prime Time (above). 
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C: Anette Courset, Jean Lamoc, Lisa Bourdon, 
Marie Delmonde, Lamone Baima, Anette Sou- 
vet, Jacques Sette, Julie Ames, Sieve White, Ann 
Heath, Jack Horner, Roy Collodi; BW; 75 min. 
Suburban Roulette (1967) 

D: HG. Lewi David 
‘Chudnow; C: Elizabeth Wilkinson, Ben Moore, 
Tone Rolnick, Vickie Miles, Tony McCabe, 
Thomas Wood; COL; 83 min. 

Something Weird (1967) 

D: H.G. Lewis; SC/P: James F, Hurley; C: Tony 
McCabe, Elizabeth Lee, William Brooker; COL; 
83 min. 

A Taste of Blood (1967) 

DIP: H.G. Lewis; SC: Donald Stanford; C: Bill 
Rogers, Elizabeth Wilkinson, Thomas Wood, 
Oito Schlesinger, Eleanor Vaill, Lawrence To- 
bin, Ted Schell, H.G. Lewis, Dolores Carlos, 
Sidney J. Reich, Gail Janis; COL; 120 min. 
‘The Gruesome Twosome (1967) 

DIP: H.G, Lewis; SC: A.L. Downe; C: Elizabeth 
Davis, Chris Martel, Gretchen Welles, Rodney 
Bedell; COL; 72 min. 

The Girl, the Body and the Pill (1967) 
DIP: H.G. Lewis A.L, Downe; C: Pamela 
Rhea, Bill Rogers, Valedia Hill, Nancy Lee 
Noble, Quo Schlesinger, Roy Collodi, George 
Brown, Eleanor Vaill, James Nelson, Kay Ross, 
Todd Harris, Sue Puccinelli, Pat Tenerelli, Ray 
Sager; COL; 80 min. 

Blast-Off Girls (1967) 

D/SC/P: H.G. Lewis; C: Dan Conway, Ray 
Sager, "The Big Blast", “Charlie”, Lawrence J. 
Aberwood, Don Logay, Paul Hunter, Jack Hor- 
ner, Sherri Lane, Sharon Camille, Ann Heath, 
Vicki Tenerelli, Julie Ames, Sarasue Gleiss, 
Barbara Harrison; COL; 85 min. 

She-Devils on Wheels (1968) 

D/P: H.G. Lewis; SC: A.L. Downe; C: Betty 
Connell, Pat Poston, Nancy Lee Noble, Christic 
Wagner, Rodney Bedell, Ruby Tuesday, Joani 
Kramer, Laura Platz, John Weymer, Steve White, 
Roy Collodi, Rick Williams, Donna Stelzer, 
John Shackleford, John Chaffin; COL; 83 min. 
Just for the Hell of It (1968) 

D/P: H.G. Lewis, SC: A.L. Downe; C: Rodney 
Bedell, Ray Sager, Nancy Lee Noble, Agi Gy- 
nes, Steve White, Ralph Mullin, Larry Williams, 


A. Dreeson, A.H. Dreeson, Sr., Geraldine 
Young, Toni Newsholme, Julie Ames, Andrea 
Barr, John Schackleford; COL; 86 min. 

How to Make a Doll (1968) 

.k.a.: How to Love a Doll 

D/P: H.G. Lewis; SC: Bert Ray, Sheldon Sey- 
mour (H.G, Lewis); C: Robert Wood, Jim Van- 
ce, Bobbi West, Margie Lester, Elizabeth Davis, 
Geraldine Young, Brett Jason Merriman, Dolo- 
res Johnson, Shelley Houston, June Marie, Mary 
Robbins, Paul Jensen; COL; 81 min. 

The Ecstasies of Women (1969) 

D: Mark Hansen (H.G. Lewis); P: JH. Wells 
(T.J. Dowd); C: Walter Camp, Bonnie Clark, 
Sharon Matt, Jeanette Mills, Dee Howard, Vin- 
cene Wallis, Antoinette Maynard, Eleanor Riggs, 
Foreman Shane, William Vickers, James Brand; 
COL; 80 min. 

Linda and Abilene (1969) 

D: Mark Hansen (H.G. Lewis); P: J.H. Wells 
(TJ. Dowd); C: Sharon Matt, Roxanne Jones, 
Kip Marsh, Tom Thorn, William Varris, Audrey 
Cromm, Herbert Townsend (Buck Buckalew), 
Bob Dene; COL; 93 min. 


Miss Nymphet's Zap-In (1970) 

D/P: Sheldon Seymour (H.G. Lewis); C: Dixie 
Donovan, Tony Mark, Cristine Murray, Ed 
Pawlin, Sonora, Mij Shippen, Jessica Leland, 
Phyllis Stangel, Wendy Winders, Donald South, 
Cathy Adams, Sonny Seymour, Elsie Wine, Ed 
Kelly, Michae! Cheal, Astrid Stellar, Fem Tom, 
Robin Courtney, Tai Hamilton, Sylvia Sark, 
Alex Eliot, Tom Rogers, Donna Bradley, Bub 
Bogan, Mary Jane Shippen; COL; 76 min. 
The Wizard of Gore (1970) 

D/P: H.G. Lewis; SC: Allen Kahn; C: Ray Sa- 
ger, Judy Cler, Wayne Ratay, Phil Laurenson, 
Jim Rau, John Elliot, Don Alexander, Monika 
Blackwell, Corinne Kirkin, Karin Alexana, Sal- 
ly Brody, Karen Burke; COL; 96 min. 

This Stuff'll Kill Ya! (1971) 

D/SC/P: H.G. Lewis; C: Jeffrey Allen, Tim 
Holt, Gloria King, Ray Sager, Erich Bradly, 
Terence MeCarthy, Ronna Riddle, Larry Drake, 
John Garner, Bill Mays, Lee Danser, Pamela 
Polsgrove, Doffy Candler, Carol Merrell, Pame- 
Ja Bloomfield, Debbie Gardiner; COL; 100 min. 
Year of the Yahoo! (1972) 

D/P: H.G. Lewis; SC: Allen Kahn; C: Claude 
King, Ray Sager, Ronna Riddle, Robert Jol, 
Terrell Cass, Jefirey Allen, Tom Lytel, Leslie 
Slater, Robert Swain, Dan Krogh, Mark Schlo. 
pack; COL: 90 min. 

Black Love (1972) 

D/P: R.L. Smith (H.G. Lewis); COL; 75 min. 
The Gore-Gore Girls (1972) 

D/P: H.G, Lewis; SC: Alan J. Dachman; C: 
Frank Kress, Amy Farrell, Hedda Lubin, Russ 
Badger, Nora Alexis, PhilLaurensen, Frank Rice, 
Emily Mason, Corlee Bew, Lena Bousman, 
Marina Salli, Menda MacPhail, Luba Cherew- 
chenko, Vicki Carr, Frank Kawsh, John Sezo- 
nov, Alex Petrovic, Eskandar Ameripoor, Ray 
Sager, Jim Killen, Alan J. Dachman, Lauren 
Obeda, Jeanne Molen; COL; 90 min. 


—H.G. Lewis was also the cinematographer for 
The Psychic | Copenhagen’s Psychic Loves 
(1968), directed by James F. Hurley. 


Still from Color Me Blood Red (1985) by Dave F. Friedman and Herschell Gordon Lewis. 
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Still from Pete Perry's Wonderful World of Girls (1965), distriouted by Harry H. Novak. 


Harry H. Novak 


— Films produced and distributed by H. Novak 
with Boxoffice International firm (if not indica. 
ted otherwise): 


The Ruined Bruin (1961) 

DISC: John K. McCarthy; COL. 

Notes: Later rcleased by H. Novak. 

The Touchables (1961) 

D/SC: Monte Mann; C: Claire Brennan, Billy 
Holms, John Dennis, Brad Logan, Maureen 
Bryce, Doris Gohlke, Elaine Jones, Margo 
Woods; COL; 63 min. 

Notes: Released by Novak in 1966. 
Hawaiian Thigh (1962) 

D: Rob Felderman; COL. 

Notes: Later released by H. Novak. 
Knockers Up (1962) 

D: Pete Perry. 

Notes: Booked by H. Novak, while working for 
JEM. 

Queen's Wild (1963) 

C: Virgina Bell; COL. 

Notes: Later released by H. Novak. 

Kiss Me Quick! (1964) 

a.ka.: Dr. Breedlove, or How! Learned to 
Stop Worrying and Love 

(FR: La Vie sexuelle de Frankenstein) 

D: Seymour Tuchas (Pete Pemy); P; Max 
Gardens; DS: H. Novak; C: Jackie DeWitt, Fred 
Coe, Claudia Banks, Althea Currier, Natasha; 
COL; 67 min. 

Notes: Director of photography was none other 
than future Oscar award winner Laszlo Kovacs. 
The original title Dr. Breedlove was changed to 
Kiss Me Quick! to avoid a lawsuit with Stanley 
Kubrick's Dr. Strangelove, but the last one 
mimicked Billy Wilder's Kiss Me Stupid, relea- 
sed that same year, 

A Knight magazine issue presented this film 
when itwas new and included over twenty stills 
from it. 
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Beautiful, Bloody and Bare (1964) 

D: Sande Johnsen; DS: H. Novak; C: Jack Lowe, 
Debra Page, 

Nudes, Inc. (1964) 

D: Barry Mahon; DS: H. Novak; COL. 

The Naked Fog (1964) 

D: Joe Samo; DS: H. Novak. 

The Beast That Killed Women (1965) 
D: Barry Mahon; DS: H. Novak. 

Crazy, Wild and Crazy (1965) 

D: Barry Mahon; DS: H. Novak; COL. 

Nude Serapbook (1965) 

D: Barry Mahon; DS: H. Novak. 

Wonderful World of Girls (1965) 

D: Pete Perry; P: Max Gardens; DS: H. Novak; 


COL; 67 min. 
The Agony of Love (1965) 

D/SC/P: William Rotsler; 8/CoP/DS: Harry H. 
Hershey (H. Novak); C: Pat Barrington, Sam 
Taylor, Parker Garvey, R.A. Silverberg, Ben 
Johns, Shannon Carse (W. Rotsler), Joy Lowe, 
Jay Edwards, Sherry Shannon, Al Ward, Morton, 
Smith, Owen Hannifen, Oswald Fenwick, Hele- 
na Clayton, Tori Lambert, Betty Lavender; BW; 
83 min. 

Flesh and Lace (1965) 

D: Joe Samo; DS: H. Novak; BW. 

Mondo Keyhole (1966) 

a.k.a: Rape, the Worst Crime of All 

D: John Lamb; DS: H. Novak; C: Pluto Felix, 
Nick Moriarty, Victoria Wren, BW; 70 min, 
Notes: Director of photography was Jack Hill. 
Red Roses of Passion (1966) 

D: Joe Samo; DS: H. Novak. 

Artist's Studio Secrets (1966) 

D: Lou Campa; DS: H. Novak; BW. 
Indiscreet Stairway (1966) 

D/P: Leroy Griffith; DS: H. Novak; C: Dolores 
Carlos. 

Hot Hands of Love (1966) 

DS: H. Novak. 

Cool It, Baby (1967) 

D;LouisChampion (LouCampa); P: Lou Campa; 
DS: H. Novak; C: Beverly Baum, Joe Marzano, 
“Eleonora”; BW. 

Mini-Skirt Love (1967) 

D; Lou Campa; DS: H. Novak; BW. 

My Body Hungers (1967) 

D: Joe Sarno; DS: H. Novak. 

Mundo Depravados (1967) 

D: Herb Jeffries; P: Leroy Griffith; DS: H. No- 
vak; C: Tempest Storm (Ann Banks), Bunny 
Ware. 

Notes: Drama about strippers and a killer. 
Wanda the Sadistic Hypnotist (1967) 

D: Greg Corarito; C: Katharine Shubeck, Janine 


Pat Barrington in William Rotsler’s The Agony of Love (1965), produced by Harry H. Novak. 


The Girl with the Hungry Eyes (1967) 
a.k.a: Face of Sin 

DISC; William Rotsler; S/P: H. Novak, C: Cai- 
hy Crowfoot, Vicky Dee; BW; 85 min. 

For Love and Money (1967) 

DIP: Don Davis; DS: H. Novak; C: Michelle 
Angelo; COL; 75 min. 

Notes; Based on Ed Wood, Jr.'s novel Sexecuti- 
ves. 

Diary of a Swinger (1967) 

D: John & Lem Amero; C: Joanna Cunningham; 
BW. 

Venus in Furs (1967) 

D; Lou Campa; C: Elinore, Shep Wild; BW; 65 
min. 

Free Love Confidential (1967) 

D: Gordon Hess; SC/P: Sanford White; DS: H. 
Novak; C: Yvette Cordey; BW. 

Mondo Mod (1967) 

DIP: Pete Perry, Jack Starret: DS: H. Novak; 
COL. 

Notes: Team Laszlo Kovacs and Vilmos Zsig- 
mond directed the photography. 

Behind Locked Doors (1968) 

D; Charles Romine ($.H. Brasloff); SC: Stanley 
H. Brasloff; DS: H. Novak; C: Eve Reeves, 
Joyce Denner, Daniel Garth; COL. 

Notes: Distributed by Novak in 1975. It was 
released before with the titles: Two Girls for a 
Madman, and Anybody, Anyway. 

For Single Swingers Only (1968) 

D; Don Davis; C: Heidi Anderson, Sharon San- 
ford; COL; 71 min. 

Four Kinds of Love (1968) 

D: Shannon Carse (W. Rotsler); C: Kathleen 
Williams, Don Alman, Jay Edwards, Carol Tur- 
ner, Shery Jackson, Hugh Hampton; BW. 
Kitten in the Cage (1968) 

D: Richard MacLeod; C: June Roberts, 
Mantis in Lace / Lila (1968) 

(IT: La mantide) 

D: William Rotsler; SC/P: Sanford White; C: 
Susan Stewart, Steve Vincent, M.K. Evans, Vic 


Lance, Pat Barrington, Janu White, Stuart Lan- 
caster, John Carol, John LaSalle, Hinton Pope, 
Bethel Buchalew, Lyn Armondo, Judith Crane, 
Cheryl Trepton, W. Rotsler; COL; 73 min. 
Notes: Director of photography was the well- 
known Laszlo Kovacs. Lila is the graphic ver- 
sion of Mantis in Lace, released the same year 
and featuring 15 additional minutes of explicit 
gore and nudity. 

‘The Muthers (1968) 

D: Don Davis: C: Marsha Jordan (M. Kopete), 
Kathy Williams; COL; 74 min. 

The Office Party (1968) 

D: Ron Scott; P: Whit Boyd; DS: H. Novak; C: 
Dianne Davis, Larry Tanner, Jimmie Raye, Ron 
Scott; COL; 74 min, 

The Scarlet Negligee (1968) 

D: Ron Scott; P: Whit Boyd; DS: H. Novak; C: 


Byron Lord, Nancy Reeves, Shirley Boyd, Ron 
Scott; COL; 53 min. 

The Secret Sex Lives of Romeo and Juliet 
(1968) 

(IT: Amori segreti di Romeo e Giulietta) 
D: A.P. Stootsberry (Pete Pemy); SC: Jim 
Schumacher; C: Forman Shane, Dicora Carse, 
Mickey Jines, Stuart Lancaster, Adam Lawren- 
ce, Jay Edwards, Wendell Swink, Vincene 
Wallace, ShannonCarse (W. Rotsler), Don Jones, 
Marvin Sweetbody, Sydney Carlysle, Karen 
‘Thomas, Pat Davis, Tiffany Lane, Elenor Rigby, 
Antoinette Maynard, Dorothea Cristie, James 
Brand; COL; 96 min. 

Notes: This picture won the award for Best 
Erotic Film at the 1969 Cannes Film Festival. 
Italian photo-fumetto in «Big film», n. 17, lug. 
1971. 

Suburban Pagans (1968) 

D: William Rotsler; DS: H. Novak; C: Kathleen 
Williams; BW. 

The Hang-up (1969) 

D; John Hayes; €: Scbastian Gregory, Sheron 
Mant. 

The Love Clit 
DS: H. Novak. 
Weekend Lover (1969) 

D/SC: Dwayne E. Avery; CoSC:N.K. Evans; C: 
Vie Lance, Chris Mathis, Antoinette Maynard, 
Sydney Carlysle, Elizabeth Thomas, Gay Ed- 
wards, Diedra Nelson; COL; 88 min. 

Women of Desire (1969) 

DS: H. Novak. 

Wild Honey (1969) 

D: Don Edmonds; C: Kip Whitman, Donna 
Young; COL. 

Dracula, the Dirty Old Man (1969) 

D: William Edwards; P; Whit Boyd; DS: H. 
Novak; C; Bill Whitton, Vince Kelly, Ann Hol- 
lis; COL; 80 min. 

Fandango (1969) 


(1969) 


SEXPLOITATION 149 


Uschi Digart and John Tull in Below the Belt (1971), produced by Harry H. Novak. 


DISC: John Hayes; DS: H. Novak; C: James 
Whitworth, Shawn Devereaux; COL; 79 min. 
Her Odd Tastes (1969) 

D: Don Davis; C: Marsha Jordan, Capri; COL; 
72min, 

Substitution (1969) 

D/P: Walt Davis; C: Chuck Sailor, Patrice Na- 
stasia, Marnie Kay, James Paulin; COL; 73 min. 
Norma Isn't Quite Normal (1969) 

D: Ted Roter; DS: H. Novak; C: Mady Maguire; 
COL; 77 min. 

Muddy Mama (1969) 

: Riverboat Mama 

Morganna; COL. 
Indian Raid, Indian Made (1969) 

D/P: “Bob Favorite"; C: Morgana; COL. 
Wilbur and the Baby Factory (1970) 


Lancaster, Lisa Grant, Catherine Philippe; COL; 
91 min, 

Oddly Coupled (1970) 

a Fish for All 

D: Karl Rawicz; P: William B. Hillman; DS: H. 
Novak; C: Adam Janus, Uschi Digart; COL. 
Sweet Georgia (1970) 

D/P: Edward Boles; SC: Rachel Edwards; C: 
Marsha Jordan, Barbara Mills, Gene Drew, Chuck 
Lawson, Bill King Jr., Al Wilkins; COL; 81 min. 
Notes: Italian photo-fumettoin «Nuovobig film», 
n. 8, dic, 1972. 

Sweet Trash (1970) 

D: John Hayes. 

Country Hooker (1970) 

D: Lew Guinn; C: Rene Bond, Sandy Dempsey; 
COL; 75 min, 
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Erika's Hot Summer (1970) 
D: Gary Graver, C: Erica Gavin, Julie Stone; 
COL, 81 min. 

The Exotic Dreams of Casanova (1970) 
D/SC/P: Dwayne E. Avery; C: Johnny Rocco, 
Jane Louise, John Vincent, Brigette, Jason 
Edwards, Sydney Carlysle, Vic Lance, Veda 
Van Nesse; COL; 90 min. 

Notes: Starring Uschi Digart with pseudonym. 
The Golden Box (1970) 

D: Don Davis; C: Marsha Jordan, Ana Myers; 
COL; 79 min. 

Just the Two of Us (1970) 

D/SC: Barbara Peeters; C: Elizabeth Plumb, 
Alicia Courtney. 

Notes: Italian photo-fumeuo titled Quando le- 
sbo ama in «Cinesex attualita», n. 37, 23 ott. 
1973 

Street of a Thousand Pleasures (1970) 
D: William Rotsler; C: Uschi Digart, Michelle 
Angelo, W. Rotsler, Bambi Allen; COL. 
Marsha, the Erotic Housewife (1970) 

D: Don Davis; C: Marsha Jordan, Ann Myers; 
COL; 73 min. 


The Notorious Cleopatra (1970) 

D/P: A.P. Stootsberry (P. Perry); SC: Jim Macher; 
C: Sonora, John Rocco, Jay Edwards, Dixie 
Donovan, Mason Bahman, Christopher Stone, 
Michael Cheal, Ron Smith, Woody Lee, Tom 
Huom, Ty Hamilton; COL; 88 min. 

Notes: Italian photo-fumeuo titled Le notti di 
Cleopatra in «Cinestop attualith», n, 8, gen, 
1973. 

The Black Bunch (1970) 

D: Henning Schellerup;C: Gladys Bunker, Betty 
Barton, Yvonne; COL; 80 min. 

Tobacco Roody (1970) 


D: Bethel G, Buckalew; C: Dixie Donovan, 
Debbie Osborne, Wendy Winders, Clyole Stone, 
Johnny Rocco: COL. 

Notes: Italian photo-fumetto in «Cinesex attua- 
lita», n. 19, 30 gen. 1973. 

Wild, Free and Hungry (1970) 

D/P: H.P. Edwards (Gary Graver); C: Gary 
Grayer, Barbara Caron, Jane Tsentas, Jon Stone, 
Monica Gayle; COL; 88 min. 

The Devil's Garden (1970) 

D/SC: Robert C. Chinn; P: Roland Miller, DS: 
H. Novak; C: Sandra Carey, "Baroness Helene 
De Sade"; COL, 

Booby Trap (1970) 

D/SC: Dwayne E, Avery; CoSC: P.A. Hedberg; 
C: Carl Monson (Carlos Monsoya), Angela 
Caron, Maybe Smith, Sharon Masters, Christo- 
pher Culhane, Pepe Russo; COL; 90 min. 
Notes: Italian photo-fumetio titled La furia det 
sesso in «Nuovo big film», n. 16, ago. 1973. 
Roseland (1970) 

D: Frederic Hobbs; DS: H. Novak; C: E. Kerri- 
gan Prescott, Victor Alter (Marshall Efron); COL. 
Sandra, Making of a Woman (1970) 

C: Monica Gayle; COL. 

Teenage Bride (1970) 

D: Gary Troy; C: Sharon Kelly, Don Sommer- 
field, Cindy Summers, Jayne Louise; COL. 
Machismo (1970) 

ak.a.: Forty Graves for Forty Guns 

D/SC: Paul Hunt; CoSC/P: Ronald V. Garcia; 
DS: H.Novak; C: Robert Padilla, Stanley Adams, 
Rita Rogers, Sue Bernard, Bruce Gordon, Kid 
Chissel; COL; 95 min. 

Notes: Sex and violence westem modeled after 
Sergio Leone's spaghetti style horse-operas as 
well as Sam Peckinpah's The Wild Bunch. 
Pornography Prostitution USA (1970) 
DOC; COL; 88 min. 

The Toy Box (1971) 

D: Ron Garcia; C: Uschi Digart, Marsha Jordan 
(M. Kopete); COL. 

Below the Belt (1971) 

D/P: Bethel G. Buckalew; C: John Tull, Buck 
Flower, Fred Finklehoffe, Steve Hodge, Mirka 
Madnadraszky, Ben Shaute, Uschi Digart, Terti 
Johnson, Joni Presents; COL; 90 min. 
Massage Parlor Wife (1971) 

DISC/P: Barry Spinello; C: Jen Gillian, Steve 
Rodgers, Brandy Saunders, Susan Snow, Martha 
Del Rio, Yvonne De Lacroux, Solly Stoner; 
COL; 81 min. 

Notes: Featuring pom star Serena with pseudo- 


nym, 
The Godson (1971) 

DISC/P: William Rotsler; C:Jason Yukon, Orita 
de Chadwick, Damon Keybroyd, Don Garcia, 
Lois Mitchell, Maria Amold, Victoria Carver, 
Uschi Digart; COL; 92 min. 

Notes: Nudie-crime film inspired by Francis 
Ford Coppola's The Godfather. 

Italian photo-fumeuo titled Hl figloccio in 
«Cinesex attualiti», n. 22, 20 mar, 1973. 

The Takers (1971) 

D: Carl Monson (Carlos Monsoya); C: Susan 
Apple, Fred Bush, Deborah Borroli; COL; 81 
min, 

The Black Alley Cats (1971) 


Country Cuzzins (1971) 

D/SCP: Bethel G. Buckalew; C: Rene Bond, 
John Tull, Ellen Stephens, Pamela Princess, Jack 
Richisen; COL; 90 min. 

Notes; Buxotic Rene Bond is now well-known 
as porn queen. 

Southern Comforts (1971) 

D: Bethel G, Buckalew; C: John Tull; COL. 

A Scream in the Streets (1971) 

a.k.a.: Girls in the Streets 

D/P: Carl Monson; C: John Kirkpatric, Frank 
Bannon, Rosie Stone, Linda York; COL;90 min. 
Notes; Transvestite sex-killerresemblesthatone 
of Brian De Palma's Dressed to Kill (1980). 
Italian photo-fumetto titled Un grido nelle stra: 
dein «Nuovo big film», n. 6, ott, 1972, 
Please, Don't Eat My Mother! (1972) 
aka Glump! 

D/P: Carl Monson; C; Rene Bond, Buck Karta- 
lian, Alicia Friedland, Flora Wisel, Rick Lutz; 
COL; 98 min. 

Notes: Sex comedy remake of Roger Corman's 
Little Shop of Horrors (1960). 

Sassy Sue (1972) 

D: Bethel G. Buckalew; C: John Tull, Sharon 
Kelly; COL. 

The Pigkeeper's Daughter (1972) 

D/P: Bethel G. Buckalew; C: Terry Gibson, 
Patty Smith, Gina Paluzzi, John Keith; COL; 93 
min. 

Notes: Italian photo-fumetto titled Cinzia, Patty 
e Vamore in «Cinesex attualita», n. 13, 7 nov. 
1972. 

While the Cat's Away (1972) 

D/SC: Chuck Vincent; CoSC: Hank Russ; C: 
Kathryn Ford, Calvert DeForest; COL. 

Notes: Chuck Vincent later directed some of the 
most respected hard core movies. 
Wham-Bam-Thank You, Spaceman 
(1973) 

a.k.a.: Erotic Encounters of the Fourth Kind 
D/SC/P; William A. Levey; CoSC: Shlomo 
Weinstein; C: Jay Rasumny, Chet Norris, Dyan- 
ne Thorne, Anne Gaybis, Maria Amold, April 
Grant, Valda Hansen, SandraCary, Gayna Reed; 
COL; 85 min, 

Midnight Plowboy (1973) 

(IT: I! carrozzone del vizio) 

D: Bethel G. Buckalew; C: John Tull, Nan Cee, 
Jack Richison, Terri Johnson, Debbie Osborne, 
Anna Christy, Aylinda McCrae. 

Notes: Italian photo-fumetto in «Cinesex attua- 
lit», n. 18, 16 gen. 1973. 

The Dirty Mind of Young Sally (1973) 
(IT: Erotic movie) 

D/SC/P: Bethel G. Buckalew; C: Sharon Kelly, 
C.D. LaFleure, Cliff Bradley, James Mathers, 
Angela Caron, Jay Pe Jones; COL; 95 min. 
Notes; Red-haired Sharon Kelly later became 
famous as pom star Colleen Brennan. 

Italian photo-fumeuo tilled Sexyradio in «Nuo- 
vo big film», n. 17, set. 1973. 

Tower of Love (1973) 

D/P: George Drazich: C: Jean Pascal. Kitty 
Lombard, Tammy Smith, Joseph Peters; COL; 
80 min. 

Toys Are Not for Children (1973) 


D; Stanley H. Brasloff, C: Marcia Forbes, Eve- 
lyn Kingsley COL; 85 min. 

Tanya (1976) 

D: Duncan Fingersnarl; P: Edmond Linzy; SC: 
Charles Townsend; DS: H. Novak; C: Trish 
Avis, B.B. Hinds, Bobby Russell, Melodie Hart- 
net, Silver Fox, Shani Nyota; COL; 78 min. 
Notes: This film was inspired by the kidnapping 
of Patricia Hearst. 

Ontheposters there were these credits: Produced 
and directed by Nate Rodgers; Starring Marie 
Andrews, Sasha Gibson, Suzi Adams, 

Hitch Hike to Hell (1978) 

D: Irv Berwick; DS: H. Novak; C: Russell John: 
son. 

Notes: Sleazy sex horror picture double-billed 
with brutal thriller Kidnapped Coed, directed by 
Frederick Friedel. Irvin Berwick was thedirector 
of The Monster of Piedras Blancas cult horror Z- 
movie (1959). 


— Films produced and distributed by H. Novak 
with Valiant International Pictures: 


Sissy's Hot Summer (1979) 

C: Jennifer Walker, Michele Moore, Laurien 
Dominique, John Holmes, Jeff Scott, Candida 
Royalle; COL; XXX; 80 min. 

Sweet Surrender (1980) 

C: Vinni Rossi; C: Sheri St. Claire, Bunny Bleu, 
Tess Ferre, Joey Silvera, Fantasia, Leslie Win- 
ston, Jesse Adams, Jerry Davis, William Mar- 
gold; COL; XXX; 90 min, 

Moments of Love (1983) 

D: Harry H. Hershey, Joe Sherman; C: Danielle 
Martin, Nicole Noir, Mai Lin, List DeLeeuw, 
Rhonda Jo Petty, Ron Jeremy, Herschel Savage, 
Paul Thomas, Jesse Adams, John Holmes; COI 
XXX; 87 min. 


Doris WiISHMAN 


Diary of a Nudist (1961) 

akaas: Nudist Camp Confidential 

D/SC/P: Doris Wishman; COL. 

Notes: Filmed in America's top nudist camps. 
Nude on the Moon (1962) 

-k.a.: Nature Girls on the Moon 

D: Anthony Brooks (D, Wishman); SC/P: D, 
Wishman; C: Marietta, William Mayer, Lester 
Brown, Pat Reilly, Ira Magee, Lacey Kelly, 
Shelby Livingston; COL; 70 min. 

Blaze Starr Goes Nudist (1962) 

a.k.a: Blaze Starr Goes to a Nudist Camp / 
Back to Nature | Nature Girl 

D/SC/P: D. Wishman; C: Blaze Starr (Fannie 
Belle Fleming), Vickie Miles (A.L. Downe), 
Ralph Young; COL. 

Behind the Nudist Curtain (1963) 

D/P: D. Wishman; SC: Martin Samuels; C 
William Mayer, Maria Stinger, Betty Andrews, 
Harry Stinger, Janice Coughlin; COL; 71 min, 
Notes: Filmed around the world and in nudist 
camps in Florida, 

Gentlemen Prefer Nature Girls (1963) 
D/SC/P: D. Wishman. 

Notes: Nudist film. 

Hideout in the Sun (1963) 

D/SC/P: D. Wishman. 

Notes; Nudist film. 

Playgirls International (1963) 

D/SC/P: D. Wishman. 

Notes: Nudist film. 

Bad Girls Go to Hell (1965) 

D/SC/P: Dawn Whitman (D. Wishman);C: Gigi 
Darlene, George La Rocque, Sam Stewart, San- 
dee Norman, Alan Yorke, Bernard L. Sankett, 
Darlene Bennett, Marlene Starr; BW; 60 min. 


Still from Nude on the Moon (1962), written, directed and produced by Doris Wishman. 
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‘The Prince and the Nature Girl (1965) 
D/SC/P: D. Wishman; COL. 
‘The Sex Perils of Paulette (1965) 
D/SC/P: D. Wishman; C; Tony LoBianco. 
Another Day, Another Man (1966) 
DISC/P: D. Wishman; C: Barbi Kemp; BW; 70 
min. 
My Brother's Wife (1966) 

ishman; C: June Roberts, Darlene 


IW; 72 min. 

‘The Hot Month of August (1966) 

D: Socrates Kapsaskis; C: Peter Fissoun, Betty 
john Fertis, Vania Askar; BW; 79 min, 
Notes: Two Greek sexy movies re-written, re~ 
scripted and re-dubbed in only one film by D. 
Wishman. 

A Taste of Flesh (1967) 

D/SC/P: Louis Silverman (D. Wishman); C: 
Cleo Nova, Lyla Peters, Michacl Lawrence; BW; 
73 min. 

Too Much, Too Often (1967) 

D/SC/P: Doris Wishman; BW; 72 min. 
Indecent Desires (1967) 

D/SC/P: Louis Silverman (D. Wishman); C: 
Sharon Kent, Tom Little; BW; 70 min. 
Love Toy (1968) 

DISC/P: Louis Silverman (D. Wishman); C: 
Bemard Marcel, Pat Happel, Willa Mist, Vie Le. 
ster; COL; 77 min. 

The Amazing Transplant (1970) 

D/SC: Dawn Whitman (D. Wishman); P: Louis 
Silverman (D, Wishman) Juan Femandez, 
Linda Southem; COL; 78 min. 

The Immoral Three (1972) 

a.k.a.; Hotter Than Hell 

D/SC/P: Doris Wishman; C: Cindi Boudreau, 
Michele Marie, Sandra Kay. 

Keyholes Are for Peeping (1972) 
D/SC/P: D, Wishman; CoSC: Lou Burdi; C: 
Sammy Petrillo, Philip Stahl, Saul Meth; COL; 


~t a 
Still from Robert Lee Frost's Love Camp 7 (1968), written and produced by R.W. Cresse. 
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77 min. 

Notes: Sammy Petrillo was a Jerry Lewis look- 
alike who acted inthe film Bela Lugosi Meets a 
Brooklyn Gorilla (1952). 

Deadly Weapons (1973) 

(IT: La chiamavano Susy Tettalunga; FR: 
Mamell’s Story) 

D/SC/P: D. Wishman; S: J.J. Kendall; C: Chesty 
Morgan, Harry Reems, Greg Reynolds, Saul 
Meth, Phillip Stahl, Mitchell Fredericks, Denise 
Purcell, John McMohon; COL; 70 min. 
Double Agent 73 (1974) 

(FR: Super nichon contre mafia) 

D/P: Doris Wishman; Judy J. Kushner; C: 
Chesty Morgan, Frank Silvano, Saul Meth, Jill 
Harris, Louis Burdi, Peter Petrillo, Cooper Kent, 
Joseph Chiaro, Denise Purcell, Donny Lee, Kurt 
Brandt, Nat Perogine; COL; 80 min. 

Let Me Die a Woman (1978) 

R/SC/P: Doris Wishman; COL; 77 min. 

Notes: This film resembles Ed Wood, Jr.'s Glen 
or Glenda (1953), features real transexuals, and 
contains real surgery footage of a transexual ope- 
ration. 

A Night to Dismember (1983) 

R/SC/P: Doris Wishman. 

Notes: Unfinished film, now lost. 


ROBERT LEE FROST 


Surftide 77 (1962) 

D: R.L, Frost; P: Robert W. Cresse; C: Virginia 
Gordon, Bob Cressc, Tom Newman. 

House on Bare Mountain (1962) 

(FR: Le Vampire érotique; B: La Colline 
des désirs) 

D: R.L. Frost; SC: Denver Scot; P: R.W. Cres- 
se, David Andrew, Wes Bishop; C: Bob Cresse, 
Laura Eden, Angela Webster, Ann Myers, Hugh 


Cannon, Warren Ames, Jeffrey Smithers; COL; 
62 min. 


D: Leigh Jason; BW; 77 min. 

Notes: German black & white film Kiiss mich, 
als giib’s kein Morgen (1960) starring big busty 
blonde Barbara Valentin, with six nude scenes 
(18 minutes) directed by R.L. Frost. 
Hollywood's World of Flesh (1963) 

D: R.L, Frost; P: R.W. Cresse; BW/COL. 
Notes: Prostitutes, strippers, and orgies in the 
first nudie pseudo-documentary "mondo", 
Love Is a Four Letter Word (1963) 

D: R.L. Frost; P: R.W. Cresse; BW. 

Casting for a Stripper (1964) 

D: R.L. Frost. 

Night of Lust (1964) 

D: R.L, Frost (special footage). 

Sexy Proibitissimo (1964) 

D: Marcello Martinelli (Osvaldo Civirani); COL; 
85 min. 

Notes; Italian “mondo” movie with a special 
footage directed by R. L. Frost in the American 
version distributed by D. F. Friedman. 
London in the Raw (1964) 

D: R.L, Frost (special footage). 

The Defilers (1965) 

D: R.L. Frost; SC/P: D.F. Friedman; C: Byron 
Mabe (B. Ron Elliot), Jerome Eden, Mai Jann- 
son; BW. 

Night Women (1965) 

Notes: An unidentified Claude Lelouch movie 


with hotter footages directed by R. L. Frost. 
Mondo Freudo — The World of Freud 
(1966) 

D: R.L. Frost; P: R.W. Cresse, R.L. Frost; COL; 


Censored (1966) 

D: R.L. Frost. 

The Animal (1967) 

(IT: La bestia erotica) 

D/P: RL. Frost; C: David Holmes, Virginia 
Gordon, Armand Atam, Jay Fineberg, Janis 
Rhodes, Francie Hyde, Sharon Wells, Linda 
Stiles, Inez Coup, Capri; BW; 82 min. 

Love Camp 7 (1968) 

(IT: Camp 7: lager femminile) 

D:R.L, Frost; SC/P: R.W. Cresse; C: Bob Cres- 
se, Maria Lease, Kathy Williams, Bruce Kemp, 
John Alderman, Rodger Steel, Rod Willmouth, 
Dave Friedman, John Riazzi, Louis Mazzarella, 
Larry Martinelli, Natasha Stecl, Patricia Roddy, 
Carolyn Appelby, Ken Sims, Shelly Martin, 
Robert Baker; COL; 85 min. 

The Pick-up (1968) 

D; R.L. Frost; P: Wes Bishop; DS: R.W. Cresse; 
C: D.F. Friedman, Bob Cresse. 

Hot Spur (1968) 

(IT: Lo sperone selvaggio; FR: L'Eperon 
brulant) 

DISC: R.L. Frost; S: R.W. Cresse; C: James 
Arena, Virginia Gordon, Joseph Mascolo, Wes 
Bishop, Tom McFadden, John Alderman, Paul 
Frank; COL; 90 min. 


The Scavengers (1969) 

(IT: Nascondi la tua donna... prendi il fuci- 
le... arrivano... gli scavengers; FR: Cache 
1a femme... prends ton fusil... voici les sca- 
vengers) 

D/P: RL. Frost; SC/CoP: R.W. Cresse; C: Jo- 
nathon Bliss, Maria Lease, Michael Dikova, 
Roda Spain, James E, McLarty, Jody Berry, Paul 
Wilmoth, John Riazzi, Tom Siegel, Sanford 
Mitchell, Warren James, Tom Bowden, Jr., Paul 
Hunt, Uschi Digart, Claudia Siefried, Karen 
Swanson, R.L. Frost; COL; 81 min. 
Witchcraft '70 (1970) 

D: Luigi Scattini; COL; 95 min. 

Notes: Italian "mondo" movie Angeli bianchi, 
angelineri with special footage directed by R.L. 
Frost for the American version released by D.F. 
Friedman. 

Chain Gang Women (1971) 

(IT: Violentata davanti al marito) 

D/SC/P: R.L. Frost; CoSC/CoP: Wes Bishop; 
C: Michael Steams, Robert Lott, Barbara Mills, 
Linda York, Ralph Campbell, Wes Bishop, 
William B. Martin, Brace Kemp, Phil Hoover, 
Chuck Wells; COL; 87 min. 

Drop Out (1971) 

D/SCIP: R.L. Frost; C: Susan Westcott, Mark 
Fore, Linda Wroom, Anita, Jerome Scott, U. 
Heidi Sohler (Uschi Digart), Barbara Caron, 
Vinnie Hardin, Tony Monson; COL. 

Two for the Money (1972) 

D: RLL. Frost; C: Carla Green, Berry Christian, 
Richard Smedley, Susan Wescott, Vinnie Har- 
din. 

Notes: Italian photo-fumetto titled Quel male- 
detio giorno diviolenzain «Big film», n. 14, giu. 
1973. 

Policewomen (1974) 

(IT: Polizia investigativa femminile) 
D/SC: R.L. Frost; CoSC/P: Wes Bishop; C: 
SondraCurrie, Tony Young, Phil Hoover, Eliza- 
beth Stuart, Jeannie Bell; COL; 95 min. 


AC. STEPHEN 


Orgy of the Dead (1965) 

D/P: A. C. Stephen; SC: Edward Davis Wood, 
Jr; C: Criswell, Pat Barrington, Fawn Silver, 
William Bates, Louis Ojena, John Andrews, Rod 
Lindeman, John Bealy, Arlene Spooner, Colleen 
OBrien, Barbara Norton, Mickey Jones, Nadej- 
da Dobrev, Dene Stames, Texas Star, Bunny 
Glaser, Rene de Beau, Stephanie Jones; COL; 82. 
min. 

Suburban Confidential (1966) 

a.ka.: Suburban Rouleite 

D/P: A. C. Stephen; C: Elena Clayton, Patti 
Hahn, Barbara Corey, Forman Shane; BW. 
Motel Confidential (1967) 

D/P: A. C. Stephen; C: Forman Shane; BW. 
Bachelor's Dream (1967) 

D/P: A. C. Stephen; C: Abner Bidle, Forman 
Shane; COL/BW. 

Office Love-In (1968) 

a.ka.: Swinging Secreiary / White Collar 
Sple 

D/P: A.C. Stephen; C: Kathy Williams, Marsha 


Marsha Jordan in Lady Godiva Rides (1969) 


Jordan (M. Kopete), Forman Shane; BW. 
College Girl Confidential (1968) 

a.k.a; College Girls 

D/P; A.C. Stephen; C: Marsha Jordan, Forman 
Shane; BW. 

Lady Godiva Rides (1969) 

a.k.a.: Lady Godiva Meets Tom Jones 

(IT: I peccati veniali di lady Godiva; FR: 
Lady Gediva) 

D/SC/P: A. C. Stephen; C; Marsha Jordan, For- 
man Shane, Liz Renay, Tootsie O'Hara, Deborah 
Downey, A.C. Stephen; COL; 105 min. 

The Divorcee (1969) 

aka: Frustrations 

D/SC/P: A. C. Stephen; C: Marsha Jordan, Liz 
Renay, Bill Williams, Forman Shane, A.C. Ste- 
phen; COL. 

The Class Reunion (1970) 

D/P: A. C. Stephen; SC: E.D. Wood, Jr.; C: 
Marsha Jordan, Sandy Cary, TerriJohnson, Star 
lyn Combe, Forman Shane, Rene Bond, Rick 
Luw, ; COL. 

Snow Bunnies (1970) 

D/P: A. C. Stephen; SC: E.D, Wood, Jr.; C: 
Marsha Jordan, Rene Bond, Forman Shane, Rick 
Lutz, Sandy Cary, Terri Johnson, A.C. Stephen; 
COL. 

The Cocktail Hostesses (1972) 

D/SC/P: A. C. Stephen; CoSC: E.D. Wood, Jr; 
C: Rene Bond, Terri Johnson, Lynn Harris, Cathy 
Hilton, Forman Shane, Douglas Frey, Duane 
Paulsen, Norman Field; COL; 80 min. 
Drop-Out Wife (1972) 

D/SC/P: A.C. Stephen; CoSC: E.D. Wood, Jr. 
C: Angela Camon, Terri Johnson, Lynn Harris, 
Cathy Hilton, Forman Shane, Rick Lutz, Rene 
Bond, Candy Samples, Rick Cassidy; COL. 
Fugitive Girls/ Five Loose Women (1974) 


ea 


), written, directed & produced by A.C. Stephen. 


DIP: AC, Stephen; SC: E. D. Wood, Jr.; C 
Jamie Abercrombie, Rene Bond, Talie Cochra- 
ne, Dona Desmond, Margie Lanier, Forman 
Shane, Nicole Riddell, E.D. Wood, Jr.; COL; 90 
min. 

Notes: Fugitive Girls was rated X. Five Loose 
WomenwastheR version, Each version contains 
scenes the other does not. 

The Beach Bunnies (1976) 

D/SCIP: A.C. Stephen; CoSC: E.D. Wood I; 
C: Wendy Cavanaugh, Brenda Fogerty, Linda 
Gildersleeve, Mariwin Roberts, Foreman Shane, 
Rick Cassidy, A.C. Stephen; COL; 90 min. 
Hot Ice (1977) 

DIP: A.C. Stephen; CoR/SC: E.D. Wood, Jr 
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